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INTRODUCTION 


Branches of Can 


e | (Kala) : ; Blasius (Sastra) , e 
agan i. 


inary Arts Fine Arts SC 


I I | | | 

Music | Poetry EE Drawing. Sculpture and | 
Architecture 

(The Ghasushchorhts kalas (64 Arts) include ordinary 


arts and Fine Arts). 
Music is the language of emotion. It is one of the fine 


— atts and is the finest of the fine arts. It is concerned with. 
- sounds which are calculated to excite pleasant feelings in us, 


In the case of fine arts like Painting, Sculpture and Archi- 


a Nature provided man. with plentiful ideas. The 
| if 


use variety of colours in the plant, anima! and mineral 
kingdom, the rising sun and the setting sun, the azure sky, 
therinspiring colours of the rainbow and the natural*forma- 
tions and numerous landscapes of architectural beauty on 
the hill-sides gave him the necessary materials to develop- 
and work upon. But the system of music was developed by, 
the genius of man himself, And for this reason amongst 
Bthers, music is pes to be ranked as the greatest of the 
dii: i is of Reeg appeal influencing alike. the- 
scholar'and the lay person, the old and the young, the -man 
» . 
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, ad the beast, The infant, the cow and the serpent feel 
charm of music as per the sloka; a 2 


gäe 8 sea SB muse sd. 


Music is one of the God-given ‘gifts to humanity, Tt | 
has been cultivated from the dawn of human history. Itis ` 
the noblest of the fine ‘arts. It is the language of pure | 

sound, It has a humanising influence and is a poneti 

„tactor in the moulding of one's charactēr. The study and | 
cultivation of music makes one a real gentlēman. The ` | 
“cultural benefits that one acguires by a study of the humani. | 
aE and sciences can be acquired by a diligent study : 
and practice of music, The sense of beauty that is deve 
* 1dped in the person contributes to his cultural refinement 
> The baser instincts in him are suppressed and the nobler 
instincts developed. Music is the proud and privileged ` 
| accomplishment of a refined person. It elevates the soul 
At is one of the greatest joys of humanity and is the. most 
harmless of pleasures. It is a rich heritage that has come 
to us from the hoary past. $ ; 













` Music is à language by itself and is capable of expressing ` < 
subtle thoughts and refined ideas. Just as a poet expresses | 3 
his thoughts through the medium of words, a composer - 
expresses his thoughts through the medium of musical 
phrases. , Subtler ideas and delicate shades of feeling can be 
e portrayed through the medium. of music, 


` Musi is international and knows no barriers of 1 

Tace, caste, creed or dogma. It is the inte 
world harmony: Musicians are citizens ol the world inthe 
real sense ofthe term. They contribute to human happi- 
» messina large measure, They are- members of a world 
brotherhood; . They sked lustre around - them Wherever they 
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They. are able to please all types of people—from the ` 


«< to the peasant. They belong. to the world and not to, 
amy particular country limited by geographical barriers, 
When music comes to be universally studied and practised, 
there will be far less crime in this world and the earth will 
be a happier place to live in. 


Music is both an art (kala) and. a science (sastra). 
. Its study and practice result in the development of the 
intellect and the soul. It removes the coarseness frpme 
human thought and expression and gives grace and refine - 
ment, In addition, it is a vidya and helps one to realise thes 
Supreme within him. Perfect mental peace is attainable 
through music. A piece of music finely rendered makes 
the listener forget this mundane existence and lifts him up 
toa higher plane. He tastes something of the sweet nectar 
of heavenly bliss—the Divine Ananda. ne isthus a price- 
Et treasure, : 


Music can cheer the moody and soothe the weary. 
It affords good relaxation to the mind. Its capacjty 
to cure- certain ailments has been known from early times. 
At the conclusion of a concert-.or bhajana, the participants 
feel as if they have gone through a process of purification, 
Nature intended man to cultivate music and attain esthetic 
bliss? For this purpose She has- bestowed: upon” him. a 
- singing voice—not merely a speaking voice, Tt is the fundas 
mental right of every child to be taught singing, Music 
develops the creative and constructive abilities in children, 
Physiolog ical benefits like the development of healthy lungs 
accrue vi YA cultivation of vocal music. e 


3 ust as pikas, “exercise serves . neon active. every < 
nook and corner .of the body, 'the cultivation and 
+ e 
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Heating of good music serves to nourish the idi Së 
system, The delicate fibrils of the inner ear are Lee 
only when the highest type of classical music is heard. Other- 
wise théy tend to become idle structures and lose their 
responsive nature ere long. 


The study and cultivation dÉ music fosters Ben 
discipline which will help one to lead an orderly and 
principled life. Such people will not be victims of outbursts - 
«of emotional excitement or violent thoughts. Mental and 
emotional equipoise are attained through the cultivation of 

V music. Music is above all an important factor in removing 
the feeling of strain from life.. 


e (For further details whine to the greatness of music see 
the Author's “ Teaching of Music" Chapter I ) 


Music is an integral part of India’s culture. It isstyled the . 
Gandharva Veda. It is one of the four upa vedas (secondary 
| vedas), Godis conceived of as Nadabrahma—Embodiment 
| of{mustcal) Sound. (This concept of God is India’s con- 
E tribution to world’s thought) Through Nadopasana or 
. musical meditation many have attained celestial bliss. 


There can possibly be only two systems of music-—one, 
in which the music progresses by successions of single 
„notes amd the other in which the music progrēsses by succes- : 
” dons ot. groups of notes, called chords, The individual 
, Sotes constituting à chord are related to each other 'accord- 
` ing to the laws of coüsonance. ` Thetwo systems of music 
are respectively known asthe melodical and the harmonical 
systems. ‘The former prēvails iu the countries of the Orient 
and the latter in Europe and countries where European 
civilisation has penetrated. Harmony, which is the simul- 

^ taneous combination EI consonant or relative sounds is the 
` dominant featüre of Western music. d is a řecent ` deve- 
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m ` i Ge 
there and isabout three centuries old. The builders S 
„Indian. Gen of. music. knew the ee of 






consonant ive are common to both the Steg the 
order of precedence alone differing in one or two cases. The 
idea of developing the system along the lines of melody 
appealed to the Indian musicians more and we are richer 
to-day on that account. The extensive raga system which 
is a Unique featüre of Indian music could not have been 
evolved, if they had also chosen to develop their mysic* 
“along the lines of harmony. The ideal of absolute muste 

. has been reached here in the very conception of theraga* ' 
. system. The concept of raga is teg contribution to 
world's musicology. : . 


The music of the west exhibits the combined strength 
and wealth derived from union and co-operation, while that 
of the east displays the exquisite workmanship which can 
be produced by individual effort. The gamakas (graces) in 
Oriental Music serve to strengthen, beautify and egibellish 
the notes of a melody and give a peculiar charm and colour 
. toit in much the same way as the harmony accompaniment 

tothe basic melody in Europe. All the possibilities of the 
melodical system havē been fully explored here. To underc 
stand what pure melody is, one must listen to non-European 
music. For, in Europe, a melody is always conceived 
harmonically. Melodic ideas there, are pivoted on relation; 
ships of harmony. But in the east, melodies are conceived 
with a melodic conscience independent of any: harmonic 
ideas. There isa character of universality about Indian 
music since the language of melody is universal and is 
intelligible to one and all. 


The music of the world manpis a melodic stream. 
After à course, it gave. birth to af branch, the harmoni- 
Pr. j . e s 
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Stream. The parent stream as wellas the branti 
flowed over rich fields and yielded fruitful results, 
concept of raga took shape i in the regions watered by the 
melodic stream while the concepts pi polyphony, coutiter- 
point and harmony took shape in the regions watered by 
` the branch stream. Adopting the medium of musical 
expression native to theif soil, the composers in the two 

e  Iegions have bequeathed to humanity their invaluable 
—— rai 


rees the one-line nature of its music, melodical music 
| Hs figuratively referred to as one-dimensional music and 
horizontal music. From the multi-line nature of its music, 
harmonical music is figuratively referred to as two-dimen- 
, Sional music and vertical music; 


Indian music may be styled the Raga sangīta and | 
_ European music the Samvada sangita. : E 





_ The raga system paved the way for the devel e ot 
Manodharma Sangita along systematic lines. In India, 
every musician is a creative artist, He delights his listeners 
not only by.his scholarly and polished. renderings of musical 
compositions but also by his own improvised music. Thus ` 


| inan Indian concert, we moi only listen to 0 the music zit 
E also. to the musician. ° 


RT - Gamaka is the essence of a system E music. 
2t Ītis the graceful turn or curve given to a note or to a group 
of notes that emphasises the melodic individuality ofa raga, 


«Indian music and. European music are. two great 
d musical systems." They stand as the . embodi i 









They are Tespectivell the perfection 
| monical systems | of music, Both are 


€ 






he heights to Mich. the. gemus of man has iussa in 
nxious search for new forms of musical expression. The 
composers in both the systems hàd before them the same 
ideals, but the methcds of approach became different. The 
raga system, which is the life and soul of Indian music, 
Served the same purpose to the Indian composer as haymony, 
to the composer in Europe. European music is a ‘single 
musical system with but. minor differentiations here and 
there due to national temperament, Oriental music com- 
prises a few sub-systems underlying all of which is a basic® 
unity.. Indian music is the finest representative and the 
most highly. developed amongst the Oriental systems. ` is 


See did not develop in India ; but džipā has , 
existed here from ancient times. One can hear examples of 
antiphonal music even now in the Vedic chants of Pandits, 

. in the Bhajanas of Haridasas and in the folk songs sung by 
women in rural parts. 


Vocal music played a dominant part in the development 
of Indian music from early times. All singing was unisogal. 
When men and women sang together they sang either in 
- unison or in octaves, In the absence of part-singing, the 
classification of voices into bass, tenor, alto and soprano, 
according to the range in absolute pitch was not attempted. 
Since Indian music is not written in any particular key, the 
singer here enjoys the freedom to choose any conveniert 
pitch for his key-note (adhara shadja), a privilege denied to A 
the ‘European singer. The full possibilities of instrumental 
music, whether solo or esobpstral, DS nat yet been cw 
i ap in India. 


Indian music is based on the scale of just intonation- 
Since "European was ete did not develop here, the necessity 
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Chromatic scales too are not used i in Indian Music. 






iot evolving the scale of equal temperament did vie 


The raga sangita that is in vogue in India i is Dien io 
the «sthetic needs of 400 million people-roughly 1/5 of the 
human race. That system of music deserves to be widely 
known and studied even by people of other countries. __ 


India is a marvellous country. Her hoary civilization 
„and culture and her numerous languages and dialects have 
“earned for hera unique place in world culture. The snow- 
gelad Himalayas, the mighty Rivers, the holy Prayag, the 
"inspiring Taj, the majestic Gopurams of the South Indian 
temples and the colossal statue of Gomatesvara at Sravana- 


-.belagola (Mysore) are a perennial source of inspiration to 


- those who have the good fortune to claim India as their 






motherland. ‘Besides being the home of three great religions, 


| She has produced some of the greatest thinkers, poets, seers, 
| Teligious leaders, jurists, bhaktas, scholars, composers and ` 
| Musicians. India is the home of the Raga system. Her 
` Music is the finest example of a true melodic system of 


music. It is in-keeping with her genius that she should ` 
have given birth to two sub-systems of music (Hindusthani 
and Karnatic). 


` Her hoary musical culture, the richness, variety 


_ «nd prolific character of her musical’ literature and 
2 fepertoire, the amazing number and variety of her musical 
instruments belongmg to the chordophonic, o : 





membranophonic and autophonic groups and the fine galaty 


- of musicians and composers produced by her have a earned 
= for her a dignified place i in world music. 





jdn pde is ‘Very old. Its literature T 
po of ag Christian Era. OW 
























l system ‘ol music prevailed UTAWA 
; and breadth of India. The division into North ` 
Indian (Hindusthani) and tke South Indian (Karnatic) 

| system came later on and became more pronóunced 
during the reign of the Moghul Emperors in Delhi. We 
come across the terms: Karnatic music and Hindusthami 
music in the work: Sangita Sudhakara of Liga es written 

| between 1309-1312 A, D :— 

ee SES asogo doto Sid" ss Pw: 
Meuse San tege os "ez D 








SEN = 

SCH YA 
Pete mentally the two systems are similar—the same 
svaras and srutis being used. It is the peculiar style o 
singing and the treatment of ragas, based on the very sam 
(svaras and srutis, that gives the distinctive colour to the 
two. systems. The modern music of India represents the 

E accumulated musical wisdom of centuries. 


Sangita. 
E Sangita is the Indian term connoting music. Gandharva 
1 tatva isthe science of music. Ancient writers held the 
3 [view ` that Vocal music, Instrumental music and 
Dance, together constituted sangita :— 

KS 


Āšo ede E: adco Š. eso SOAS aida 


üt JURE the rapid. advance made in the realm of pure 
the art of dance was separated and the first two * 


AS maua ceļš SoATDS Basi 
NADA e 


: Ho is musical sound. The whole ‘subject ot music 
| relates to nada. Nada givesrise to srutig, and these dis rise 
| to svaras and these again to ragas, 


+ 
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Nada admits of the divisions: Akai d 

. The nada that is heard without the conscious effo CS 

(or other beings) is anahata. The Nada produced y tli SS: 
conscious effort of man is Ahata. s 

Anghata nada is the music of the spheres, the music of | 


Nature and includes the nada emanating from the Muladhara || 
ot the human body. All these are audible only to Yogis. | B 





. his song usia raga sudharasa” (Sankarabharan 

* perceiving ofanahata nada is thé object of Yogopasa 

| The anahata nada being devoid of esthetic beauty does not | 

„afford pleasure to the mind. Hence ahata nada which gives ` 

_ pleasure to the mind isstudied. The science and art of 

1 music as practised in the world and as cultivated in Heaven 

© relatesto ahata nada.This admits of the threefold division 
Gita, Vadya and Nritya. 





m ae CAUSATION OF NADA 


"* € According to Sarngadeva and other writers, thei da i: 

, caused thus: The Atma desiring to speak or sing, stits the. 
. mind; the mind strikes the fire abiding in the body ; the fire | 
` strikes the wind; the wind abiding in the brahmagranthi . 


bis along the T = manifests the Ver succes- | : f 












* 
Ñ Ahata Pu is das into: 
cd ‘Sariraja—emanating from tt e hi 
(2) ar cing from WA t 






š om 























emanating from bowed instruments. 

(4) emanating irom wind instruments. —— 
gy Charmaja—emanating’ from Ke iere Ce 
(6) Lohaja—emanating from metallic instruments: 


ma | 
SVARA dE 


i as Das: of all systems of music is the seven nope. 
. svaras. The names of these seven notes and the syllables 
used fof solfa-ing them in Indian and European music are 














given in the following Table :— SERE 
E E Table I. * CS 
Solfa letters. - ` a 
š Svara Name S 
Indian. European. | 
Shadja sa doh M 


Rishabha 






Gandhara 





x 


de Madhyama 








Panchama ` 
 Dhaivata ld 
X Malda E or ie . 










d t t will be noticed that the syllables, sa yi gama pa dha ` 
ni are only the initial syllables of the full names Of the seven 
'Svaras, with the exception only of the first? note, where sa 
i and not sha is used, Ofthe seven svaras, the notes sq and 
pa (the tonic and the fifth) do not admit of varieties. Tke - 
remaining five svaras : 7? ga ma dha ni admit of two varieties ` 
each: The terms. Komal and Tivra are used to describe these. 














ent, the. gr g is s familiar 
s. „Sbatsruti Rishabha, 
Suddha Gandhara. Shatsruti Dhaivata and Suddha Nishada ` 
are additional names given respectively to the four notes: š 
Sadharana Gandhara, Chatussruti Rishabha, Kaisiki Nishada 
and Chatussruti Dhaivata and the 12 notes of the gamut 1e 
thus expanded to r6. The reason for this as also its utility 
| will appear* later. Calling the same note by two names is 
nothing peculiar to Indian music. There are instances in 
European music as well. ` š y 


Suddha svaras aud Vikrta svaras 


| The notes sa and pa which do not admit of varieties are 
called achala svaras or fixed rotes. They are also referred 
to as avtkrta (changeless) svaras. Suddha svaras, also 
referred to as Prakrti svaras, have the prefix suddha. The 
vikrta svaras have prefixes like chatussruti, shatsruti, 
sadharana, antara etc. The term suddha svara in modern 
South Indian music refers to the earliest variety of each note ` 
in the ascending scale. Thus of the three varieties of 
; rishabha: suddha, chatussrut? and shatsruti, suddha rishabha® 
is the lowest in pitch; likewise, of the three varieties of 
gandhara: suddha, sadharana and antara, suddha gandhara 
is the lowest in pitch and so on. 


^ In North Indian Music however, the term suddha svara 
now refers to the notes of the Sankarabharana scale. In 
| ancient Indian music, suddha svara signified the notes of the 

shadja grama (roughly the modern Kharaharapriya or the 
. Kaf that of Hindusthani music). Thus whereas the notes : 
(suddha) shadja, suddha madhyama and (suddha) panchama 
have. iiie. Pur values from ancient times, the. 








* Alo. see the a 's '* Melaka vta June vaga Scheme''. 
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CHAPTER H. 


MUSICOGRAPHY 


: Notation is the mode of representing music to the eye. 

| Itisthe method of representing the various notes that we 
sā employ i in music by a system of letters, signs and symbols. ` 
It is intended to play the same part as the letters and 
| characters of a language. Notation is to- music what 
E al We is to language. 

Notation is a powerful aid to memory. One can easily 

| S to his mind and singa song learnt and recorded in 

^ notation many years back. Practicein singing from sight, 
passages given in notation develops Svarajnanam. 
















Thereare two principal systems of musicai notation. 
One is the staff notation used for writing European music ` 
nd the other the script (sa ri ga ma) notation used 1 for 
iting Indian music. Inthe former, music is written on, 
| five parallel lines and the position of the note on the line or 
| the space between the lines indicates its pitch. This system 
_ has the unique advantage of showing in a graphical manner 
the rise and fall of pitch. In the latter system, music is 
written ` with the* solfa letters. Although these letters 
are written in a straight line and the notes are thus on a 
dead level, yet solid musical facts are presented to the.eye 
by each solía letter. The notes start into their places in 
the musical scale the. moment the eyes look at them. The” 
E mention of the ës and tala at the top of a dn serves 




























` in Europe resembles the Indian system 
solfa letters. 

; Besides these two systents, there is ; leo a thir 
of notation styled the ‘Numerical notation.’ This makes 
use of the first seven numbers, 

at 2 3 4 5 6 m 
to represent the seven notes and has other suitable symbols ` 
to denote the varieties of a note. But this yi de ; 
limited i in its use. Ss n 3 

5 Sa ri ga ma (sargam) Notation CORE 3 

The several signs and symbols "used in this nótation ` 

may be classified into those used to indicate the ‘nature 








; (x) The musical note 
(2) musical time and 
_ (3), other factors. ` 
For the purpose of notation, the four important falta 
dt matter rezifdin: a misicil note are :— 
um "X. Its duration. 
& 2, The sthayi to which it tus 
3; Its variety. 
4. Whether played pure or with gamakā. 
: 1. Duration: — — ; 
.^ The seven Svaras are written as: s r k m p 
: , dropping the vowels in their solfa names. These i 
“correspond to the short or hrasva Svaras | 
Ë Scripts: : whe n unsi 55 S 
S T en ‘by themselves notes of duratio 
Ait-time- in Indian music is called ` 
 dirgha or long svara letters of th 
fa I >. An se, 
he ba apital | 





prs AMAN DU dd 













‘ip and kārs, notes of duration of two Eom 
Thus the duration of a short svara letter is.one aksharakala; | 
and iaa of a. ' dirgha aaa yan letter is two akshara- 

S = T aksharākala 
i = 2 aksharakalas ` p 


A comma placed after a note increases its duration by 
unit time ; and a semicolon placed likewise increases its 
duration by two units time. Further increase in duration 
| is represented by the addition of ER commas and 
| semicolons as follows :— 




















Soy er SU mb. =. S3aksharakalas ^ | 
S: nb 5 S = A B ; 
E S EE = Bi ju 
sk or S; 8, mi 5 i 
“and soon, `: 


: A horizontal line placed over a note or a group. 5 
notes halves the duration of the note or the group. Two . 
'such lines reduce the duration to one-fourth; three*such - 
Ei “lines to one-eighth and so on. Thus 3 in Ape of duration | 








Es m $s - SSSS , = 58555555 = X akshara- 
Bm ^ $ * 4 
| kala” 
KC 
E EE E Ee ` 


| Whe terms Prathama wë% (first), Dvitiya asasi 
(second), Tritiya @ée> (third), and  Chaturtha sêt 
| (fourth) kala, simply indicate the relative degrees of speed i 
E ofa musical composition or passage. -In the Prathama kala, 
A one note i is sung to unit time; in the Dvitiya kala, two 
4 notes «xe sung to unit time ; ia the Tritiya kala, four notes 
| are sung to unit time ; in the Chaturtha kala, eight notes 
E ate sung to unit time and se on, But if in the Prathama 
E kala two notes are s sung to unit time, the number of notes 
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SE unit in the other GE of sp 
the same proportion. , 
The aidon and trikala lines should as Sa rule be | 
placed only above the svara line and not below it, in. order ` 
to maintain the uniformity of space between the svara line £ 
and.the corresponding sahitya Jine. 3 


| 2. Sthayi :— ; 
_ A dot placed above a note indicates that it belongs to 
the higher octave, and a dot placed below. a note indicates 


© that it belongs to the lower octave. Thus s r g m are higher 
. octave or tara sthayi notes; n d p m are lower octave or 


| mandra sthayi notes; s r g m P d n are middle octave or] 
EZ: ps la F 


Lë 














ege sthayi (the octave pe the mandra SS? 
“notes are written with two dots above and below. the dotes 
` Yespertively- as follows : A 


Ge d t j Oa. datur 


Anthea sthayi :— Eu e ee, g - et 
Anu mandra sthayi :— s r g m 
is SE, e m 


e E the urine a Bag yai = 3i octaves 


"es Er 


ta d E 


omal or ti 


ARA, 
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SC S . e 
separate symbols to distinguish the note varieties. But m ` 
practice, sometimes for the sake of convenience the nume- . 
rals I and 2 are used to*denote the komal and tiwa 
varieties respectively. Thus the 12 notes of a Ai are 
written as :— 








s b: 5 
r, Komal ri d, Komal dha `i 
big Givra s; d, Tira 5 
"g, Komal ga n, Komal ni 
By; ENA, ny TIT Sy ma 
m, Komal ma i doe 
in Dra 4 < 


; ° And the notes of the following ee are. c 
| as follgws :— abi 
` TABLE Ill 
















en 


Hanumatgdi is : j Sp gr m pd, n. “a 
SECH | ; : 
Mayamalavagaua , |s r, g: m pd, m a 


Semer a Kr ck mo nd n'a 


æ Harikambhoji | sr, g: m, p d, ni. s 
p DM oe sr. gy. m, p d. n; ` s 
: pharana `. s 

RT REN E Ga 


| | Meehakalyani — ` mn zu a, s 
: E 4 e e | > Í P 





20. 







' Vowel Changes. The varieties of a svara 
"ge by resorting to the vowel change in the nar i 
-thenote. The three varieties of rishabha : suddha Pie ve | 
chatussruti rishabha and shatsruti rishabha are represented 
as va, ri and vu respectively; and the three gandhara 
varieties ` suddhagandhara, sadbarana gandhara and antara 
“Bandhara as ga, gi and gu. Likewise. the corresponding 
vaiseties of the dhaivata and nishāda are represented as:— 
dhe (suddha dha). dhi (chatussruti dha), dhu (shatsruti diia) 

j and ma (suddha mi) mi (kaisiki ni) and an (kākali ni) 
| kah The two madhyama varieties are represented . 
as ma and mi, This isin a sense absolute notation for, the 
| svara letters by themselves indicate their piteli-values 
without any reference to the ragas in which they figure, 


GE, - 
(ra gu ma pa dha nu m M 

en nu dha pa ma gu fa sa, 
E ital indicates that it is the Maya amalavagaula scale a 
bu ri gu pa dhi sa 
| sa dhi pa ga ri on 
‘ey itself indicates that it is the Mohana scale and so on. — 


E "his device of representing the note varieties by resort- 
. ing to the vowel change i in the name of the note began am 
| „Fidia centuries | ago. “It is found in the Kudimiyamalai . 
É ` Euecription (7th cent. A. D.) in the Pudukottai Sta ; 
° device is also resorted to in European music in another 
e Des, D and Dis denote respectively, quus ee. | 
ais ddr tishabha and shatsrati us. 






Zu 










“Za 


^o facilitate easy abd dccuraté method of rēckoning misia 
time, six angas have been devised. These are known as tec 
shadangas or six angasand they are: I. laghu, 2. drütam, 
3. auudrutam, 4. guru, 5. plutam, and 6. kakdpadam. 
Of these, the first three angas alone enter in the formation 
of the seven principal talas. The time-values of the atudru- 
tam and the drutam are fixed and are unit- time < 

units {ime respectively. While the anudrutam is ` represented, 
by a crescert thus (y the drutam is represented by a circle „ 
(full moon) thus O. Tht anudrutam is counted by 2 best 
of the hand; the drutam is reckoned by a beat of the kande 





| 


and a waving of the hand. The waving of the hendis `` 


called visar. Jitan 


The Beni 1s represented by a short vertical line ih E £ E 


sAts kriya consists of two parts: (1) the beat of the land 
and (2) finger-counts. The beat is .performed either by 
the clapping of hands or by mildly striking on the right 
thigh with the right-hand. The latter method, 
is. of course possible, only when one sits aud sings. 
The right-hand ‘fingers are used for ‘counting time. 
ME. finger-counts, one. should start with the little 
finger and proceed counting in the direction of the thumb. 
In cases of six and eight finger-counts, the five fingers are 
counted first ; the remaining. finger-counts are completed by 


starting again from the little finger and counting in, 


the direction of the thumb. 


. Unlike the drutam and the anudrutam, the time-valve 
di the laghu varies with the change of its jati. Its time- 
value can be 3, 4, 5, 7 or g-units of time. In consequence, 
these five kinds of laghus are respectively called the Trisra 
laghu, Chaturasra laghu, Khanda laghu, Misra laghu and 


J 
| 


Sankirna laghu. These different laghus are. denge by F 


tādi 
= 
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dabo to the laghu sign, the numerals, indicative of agi 
total time-value thus :— i meo 


` | 4 | 5 | 1 | 9 PEUT 
The following Table illustrates these SECH — 
ME TABLE IV. 





Total time- 


Kind of laghu. | Symbol. valle: How es 











a List laghu : [5 3 units of I beat +2 
YA time finger--counts 
Chaturasra ,, | Fu SE r beat 359 
Khanda us i ls jas I beat + 4 ; za 
Ex. : | = 
‘Misra ki [4 pt. ae vs EA 
ms » å e 9 9-5; I beat 4:8. 








Ver "rege is a constant ‘factor in. + the Sen? Se 
The drutam is absent in the Eka tala.. dee: anudrwanzi is 
preseatronly in the Jhampa tālas xj 
The other "three angas:. Guru, Ge and Koku 
* figure in the scheme of the classical 108 talas. These 
- Classical - time-measures figure in dance music, advanced 
. Pdlavis and in the Tiruppugazh: hymns of - Arunagirinathar. 
' Whereas all the sir angas figure in the scheme of the 108 
. telas, the anudrutam, -drutam and daghu alone are present 
inthe. sapta talas. Historically, the scheme. of. -I08. de 
older, . Table V giv es the Gene pad the modos í ) | 
-— Akas i) ga dk V 


€ 









.Name of 
Lë X 





Oe 


6 Kakapadam 


ļ 
1 
1 
| | 
Ke me 





f * This boe hu. There are four other kinds of 
ag 


Symbol. 









TABLE V. 
Duration in 
akshara-.| Kriya or mode of counting. 
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kalas. 


| One beat. . 

St kāja = 
One beat and a waving of 
2 | the hand or visarjitam. — 


A beat and thres ` bord 
counts. 


A sasabda ju and a nis- 
8 sabda laghu (also see: P. 23). 


krushya and 
sarpini, each consisting 





4 
| 
| 
L 


LS 


[^ beat, 


of 4 aksharakalas ; or a 
beatíor the first matra 
anda circling movement ` 
of the hand for these- 
maining two matras. ` 


A beat, patakam, krushya 
and sarpini each eonsist- 
ing of 4 aksharakalas. 









` laghu, Sce Table IV. on P. 22. 


Krushya = Waving the hand to the left. 
Sarpini = (Waving the hand to the fight. 
: Patakām = or up the hand. 
dis Other Sins Se .. 
Double bars i| asterisks * and wavy. lines. are. other © 


signs used in this notation. Double bars are used to indi- * 
cáte the conclusion of the whole song or a section Of a song. 
Asterisks are used to denote the foreign notes (anya svaras 
or accidentals) occurring in bhashanga ragas. Wavy lines 
-x—.—-— are placed over notes to indicate that those 

1 ctes are to be shaken and sung ot played. An ascending: 


€ 


‘glide (etra jāru) is represented with the sign — and a; 


The letter r occuring within brackets thus ` (r) after an 
avarta or phrase indicates that the concerned avarta, avar- 
tas or phrases, as the case may be, have to be repeated, 


Whenever, it is desired that a group of svaras "x d be 
played as a single continuous phrase, a sign ed à 
ç slur — is placed over that group of svaras. That sign is 
añ indication to the violinist that those svaras should be 
e played in one stroke of the bow and to the flutist, that they 
should be played in one breath and so on, Sometimes 
a hyphens are used instead of these curved lines. A group of 
notes between two hyphens, should be played as a single 
“eontinuous phrase. Phrasings are indicated thus in Indian 
= oat, A phrase may consist of three or more notes. One 
` part of a phrase may be in Prathama kala and another 
pērt in madhyamakāla. 


s 


Ina kriti with sangatis, the constant or the repeating 
(Part of the fundamental theme is represented by. ,, (ditto) 
and the altered portion of the theme alone is written in 
ka Svaras. 2 E 


» 


_-Visranti or Rest. Periods of silence or rest in music 
até indicated by placing the requisite number of cómmas 
and semi-colons within brackets. Thus (,)=a period of 
- Test of one unit duration and (:)=a period of rest of two 
= units duration and so on. EE 





VII are used to denote the sapta tālas and the Ara 


a, 


ag 


Numerals.* The Roman numerals I If II IV v E : 
bic 






4 numerals:3 4'5 7 9 are used to denote the laghu jati 
A denotes the Misra jati Jhampa tala and TĪ, 
BH Matya tāla andsoon ^ |. . 


PK € x 


DOSES OD UT 






eec | 


eeading glide (irakka jaru) with the sign > rd 


i2 





E 
je. the Scheme of 72 Melakartas, the Roman sias 
I II IL IV V VI VH VHIIX X XI XH are used to denote 
“the twelve chakras and tle Arabic numerals 123456 
placed next to the Roman numerals indicate the serial 
number of the melakarta within the chakra. Thus II, 
refers to the third mela in the third chakra which is 
Mayamalavagaula, the 15th mela in the scheme ef. 72; 
Again V, refers to the fourth mela in the fifth chakra, 
which "is Harikāmbhoji, the 28th mela in the scheme of 72 
and so on. ue 


„In violin playing, the numerals 1 2,3 4 are used WA 
denote respectively the forefinger, middle finger, ringfinger 
and little finger of the left-hand. The numerals, when 
placed over notes indicate that the particular fingers 
signified by them should be used for playing those notes. 
When the note sa is to be played on open string, the figure 0 
is placed above it. Thus in a violin tuned to Panchama 
sruti : 
E AA 3 es a 037 
£ ` g g m p-d n s 
will signity that sa is to be played on the open 2ad siring 
and the forefinger, middle finger and the ring-finger should 
be used for playing the notes: ri ga and ma; and also that 
pa is te be played on the open first string and the remaining 
three notes, dha ni sa to be played similarly. But if the, 
same phrase is noted as: 
BED T Xx j TOT: c 3 
4 xr c m Bp B F 
it will mean that sa should be played on thé third string with 
the ring finger and pa should be played on the second string 4 
with the little finger, and the remaining notes played as 
before. Similarly a phrase noted like this:— 


& 


. 
4 





willmean that the above four notes should be played on 
the first string by the forefinger, middle finger, “a 
“and the little finger respectively. 


It is however not necessary to place these numerals 

_ over every note ota passage. In a composition they are 

« Placed over only certain notes and the performers can easily: 
infer the fingers for the other notes. 


- The upward stroke of the bow and the downward 


5 _ stroke of the bow are respectively denoted by the signs: 
y and fI 


Plus and Minus signs. The Atita and the Anagata 
eduppus or gtahas are denoted by the + and — signs. A piece 
in anagata edappu starting after 2aksharakala is denoted 

45-53 Ex. Koluvamarevada in Todi. It means the piece 
staris after the lapse of 2 aksharakgla from the commence- 
ment of the avarta. Likewise, the atita eduppu of the 
anupállavi of Kshinamat liruga in Mukhari will be re- 
presented as + 1 which means that the anupallavi starts at 
hat: aksharakāla before the commencement - of the āvārtā. 


UN song is named after its commencing words or phrases. 


Mil Extensions. In every musical composition. 
i « ‘intended for singing, there is usually, for every svara letter 
of the dhatu, a corresponding syllable in the sahitya. For 
eya mple, in the 3rd avarta of the Vignesvara gita of Puran- ` 
es Dasa in Matahari 1 Taga, we find that for the musical 
. phrase of six notes there are the six Kee s e 
E wd. Yllables in as 
E ai 
ka Tu nū 2s 





- 
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$9: ^ AT 

But frequently cases, wherein there ate fewer syllables ` 
in the sahitya compared to the number of svaras in the 
dhatu, arise. In such cases, vowel extensions of one or ; 
more sy llables in the sahitya are resorted to. For instance, - 
n #he second avarta of the above-mentioned gita, it will be 
seen that for the six svaras, there are only five syllables in 
the sahitya. This sahitya of five syllables (sin dhu ra var 
na) is sung to the music of six notes by introducing the 
vowel a contained in ihe second syllable. The music with 
the sühitya in this extended form will be written as :— 

r geod. ap" Mà" p 

sin adhu: o ra, var na dx 
‘In practice however, instead ot actually writirg ike vowel 
letter, it is usual to put a Cot-in its place. The above pas- 
sage is written as follows :— 


Ep. a d 3» mu x 
(em dha... ra mar ng 
The dot, in the midst of the sahitya syllables, indies 
- therefore that the vowel contained in the syllable .preceding 
 itshould be sung once. More dots indicate that as many 
vowels should be introduced andsung.. 


“A dot or dots pleced after the syllables, ending with 
the vowels: g (far) ee (thee) oo (mcod) a (may) and o (mode), 
indicate that the corresponding vowels shoüld be sung as” 
many times. In the case of words containing syllables ending ` 
with 1? as inamba, op diphthongs as atin kģistki and aw 
ingaula, ihe corresponding vowel extensions vill be m, e 
and u respectively, Inthe case of diphthongs, it is the 
second of the two component vowels that has to be | 
extended. The following examples will make these points 
clear : 
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Examples : 





(From Purandara Dās4 s Malahari raga sitas) 


Written as ;— Should be sung asi — ` | 
J. dp mg r s d p: m g rs. | 
chan da mā - Je chan da .mā ā.ā ma 
«5 * Ur (0. D «5 gm Ul BB wv 


2 d ee dpm p des d p.m p 


ke ra ya ni . rà. mu ke'ra yà Tu. T Dna 3 


Gs Fuel or sy eru e « s sh 


3. d p. mg r.s d p m grs» 
be ma kus; ka he ma ku ú u uM. 











ū 
kos: 1D Baz L Cap LD 4 pops 
4. red pm p rs dp m 
um ng ss . yl ta ga na se e V 
: Ser Ge. @ s 4 ew Ga» sr ei 
I8. 5 re m "g T S x m g 
"4 dam bo . da ra Lam bo ^o da fa 
et ub Qu. X x ab Gur e g U 
6 Y m pod mp * m'p d MN p. 
Ac basu ta Am m ba a sd tà 
=> . um . ew» $ Sl b ut zem g 
— H8 p m sg r.s d p Mà t 
kun da sad . .ra kun da gau u ura 
@ë a Gem. . J Gb sas e. e T 


8. (Ihe Pallavi of Navaraga malika varna.) S 
mmegg rrsn mam g g r r.s n 
BI «Dale nā ā à apaee'e 
Bi oo c a EI A 7 Aë Ae S aD 
7 This device of spreading words of fewer syllables over 
_ long musical phrases by the introduction of akaram, ‘karam, 
karam etc. n gives charm to vocal music. — — 


^ 











LI d " 4 a 
Usually for" long svaras in the dhatu, there are long 


syllables in the sahitya and likewise for short notes, short 
syllables. For example:— 0 


Mohana :— Isa manohari :— ° 


ss P P Srg R R g” m F 

va ra vi nā & Sri ga na na ^ tham bha ja "re 

a re e U$ € ex Gr # ou gs Gr 

But exigencies of music may necessitate a short letter 

.efthesahitya to be sung for a long note of the music and 

vice versa. 

While writing the sahitya, the letters should be written 

in their correct and natural form and not ii their extended 
pr contracted form. * 


Although many of the signs used in modern Indian 
notation are found in the earlier works on music, yet no 
systematic attempts were made to write down melodies in 
notation until recent fimes. This accounts for the loss of 
the original music of Jayadeva's Ashtapadi Hymnus, the 
Tevara Hymns of the Tamil Saivite Saints and other, 
examples of ancient music. 


In printed or written music, the following data are 
fursished. “fhe name of the raga and talu of the piece are 
given at the top. At the top left-hand corner are given the 

-fempo dnd marga of the piece and the serial number of the 
meickarta from which the raga is derived, ii the raga 
happens to be a janya raga. At the top right-hand corner 
is given the arohana and avarohana of the raga. In order 
to facilitate the easy reading of the svara and the sahitya 
(müsic and the words) it is usual to print the svaras in types 
slightly bigger than those used for the sahitya. Usually, ali 
the Indian melodies are in the chaturasra gati. Deviations 
into other gatis like trisra gati, khanda gati, misra gati aud 


a 
a 





eee! OBMAPTER Úi ives aal BA 
TECHNICAL TERMS. TES Bee aa 
Adi tala, a variety of triputa ila, pacers of a 
chaturasra laghu and two. drutams: lu KĀ O 
4+2+2=8 aksharakalas. , 


Ahata nada, music made by the efiort of maw, xi 
Aksharakala, anit time in muse. ^ "99 099 
Alankará, beauty, ornament, embellishment, grace; : 
svara-group pattern. Also the svara exērcīses: prés » 
the seven principal talas and their varieties... 
Alapana, Alapa, Alapti, development of a iin 


Anahata nada, music of Nature, . 








D 
` Anga, one of the tala dasa pranas ; also sedtios ofa 


musical composition. av wiet 


Antara gandhara, the tivra variety of gandhara 
(E); frequency 5/4 


Anudrutam, one of the six angas used in SÉ ag 
musical time; consists of a beat; duration one auris š 


symbol OO. EUR ; 
-Anumandra sthayi, the octave below the: mandra 
sina 8) ¥ 


Anusvaram, 2 secondary note played along with the 
note of a melody for decorative effect. Anusvaras ape used 
in raga alapana as well. 


Arohana, 4 series tof "notes in'thé ascending Order of” 
Pitch : S NT ii 
"Ārohana and Avarohana of araga, the rēcogu He 


otder OT krama in which the notes ascend und descend in à 
raga, Tt defines the contour of the raga, 


| Ata tala, "the sixth of the seven Ga ipal tatas; consists. 
two laghus and two dram: | |00 


` 
` , . 


32 
Ati tara sthayi, the octave above the ul sthāyi. | 
Avarohana, a series of notes in the descending order of ` 
i snap ngvs. à 


Lae Avarta a complete-tala or time-measure. 
i Bheda variety, difference. 


Chaturasra laghu, 2 variety of laghu consisting of a 
beat and three finger-counts: | 4 P 
B. Chaturtha kala, iourth degree of speed. 
Chatussruti dhaivata the tivra variety of dhaivata 
“frequency 27/16. š 
4) Chatussruti rishabha, the tivra variety. ES 
(D); frequency 9/8. 
; Datu varisas, svara exercises containing data svarā 
combinations like s g z ar p b, np dm pg etc. 
Dha, the solfa name of dhaivata; also the sixth note of 4 
the scale. Š dg des 
Dhaivata, the sixth uote of the scale. 


Dhruva tala, the first of the seven principal talas : 
nsists of a laghu, drutam and two laghus | O | | 


C 


Dirgha, long; the time-value of a dirpha svara is two 
aksharakalas. 


_‘ Dravidian Music, the system of music that was in 
voguetamongst the Ancient Tamils. Kural ere, Tuttam 
paso, Kaikkilai ws aar, Ulai e mg, Ili ge, Vilari arf, 
and Taram arzik, were the names given to the s ° 
of the scale in that system. 


1 Drutam, one of the Six angas used in reckoning 
time ; consists of a beat and waving of the hand; 
` two aksharakālas ; symbol Q 
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ara fast or quick tempo. 


Drute laya, guick speed. 

` Dvitiya kaļa, secend degree of speed. ' 

Eka tala, the last of the seven principal talas ; PA dsis " 
of a laghu only; symbol | : Kay 


Ga, the solia name of gandhara; also the third note of 
the scale. ` rā 5, i kā week. 


Gameka, the iste „term givea to the various 
shakes, graces, ornaments and embellishments. used in ‘ 
Indian music. Gamakas are produced by the Shake or 
quiver of the notes in a peculiar way and they please. the" 
istener ;— 


āgēšs Soft Kr tios Suis,” y 
Gamaka is inseparable from even the simplest, phrase. 
It is nota mere accidental ornament but is an essential part 
of the melodic structure. Gamaka,is an integral part ofthe 
music and the note with its grace makes one ittterance. 
Gamakas lend colour to Indian music in much the same way 
as harmony to European music. seet | 
-Gandhara, the third note of the scale. 
Gandbarvam, music. 
Gandharva tatva, science of music. 
` Gandharva veda, sangita ` one of the four upa wedas, 
Ghata, beat or clapping of the hands; one of the modes, 
of genug musical time. 


„Guru, one of the six angas adi in, reckoning musical 
time; consists of a beat anda circling movement of the hand 
with closed fist; also reckoned as a sasabda laghu and 4. 
aisssabda laghu. Duration eight aksharakalas; Symbol $ 

^ Hechchusthayi, higher octave. ` 


3 


* 
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Hechchusthayi varisas, svara exercises using the higber 


ay a gees E e 
octave notes. 


Hrasva, short; the duration of à hrāštā ‘ovata ds one 


s! Vë 
ei aksharakala. is s 


| 


Jati grs, neof the tala dasa pranas; refers to the : 


UE PS 
variety of laghu. 


: Janta varisas, svara exercises in double notes : 
ss rr gg mm ae 
Jhampa tala, the fourth of che seven principal 
talas; consists of a laghu, anudrutam and drutam ; 
symbol | DO | 
Kaisiki nish ada, the komal variety of nishada(B flat). 
frequency 9/5 
t Kakali nishada, the WA variety of nishada (B: 
frequency 75/8... 
le Kakapadam, one of the six angas used in nasi 


musical time; consists of a beat, patākam, krushya and: 


sárpini, the duration of each of «these four kriyas being four 


aksharakalas or one matra. Symbol + UE t) 


Kala sêm, one of the tala dasa a Prag 
. of an aksharakala. ES C avial avspdbnad 


, Kalam srod, one e: the tala dasa..pranas,ssigaifying 
alisolute measure of time ; musical speed ; tempo ; hs degree 
Uf movement or pace of a musical composition... Se 


Bue 


Edi "ZR 


and four fingér-counts : ] 5 


gn 


Kriya, one of the tala dasa pranas ; mode of eg fó 


| susical tāmē, 
d > dem. SE dx 


Kridya. waving, the hand to the left i - j 2n ; S | 


€ s; cs 


Khanda laghu, a variety Së laghu consisting. of ze | 
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- Laghu, one of the six angas used in reckoning múical 
time; consists of a beat anda variable number of finger- 
counts according asits jati is trisra, chatarasta sikttātida, 


misra àr sankirna ; symbol | ; n ebem: 
"Laya, one or the tala dasa puns om 
AXE. speed. ni 


< Layajnanam, an accurate sense of rhythm. 
Ma, the solfa name of madhyama ; also the fourth. note 
of the scale. : ee 
.. Madhyama, the fourth note of the scale. 
M idhyama kala, moderate speed, or tempo. 
t. Madhya laya, medium speed. kleita 
* Madhya saptaka, middle octave. | SÉ 
Madhya sthayi, middle octave. 
“Mandra saptaka, lower octave. 
Mandra sthayi, lower octave. ; 
B Matra, unit of time-measure ia the scheme of 108 palaan 
A matraz4 aksharakalas.. 
] Matya tala, the second of the sev.n principal talas”. 
consists.of a laghu, drutam and laghu. | OQ. | : aca? 


d 1 


Misra laghu, à variety o of pec jasisting of a beat aad 
six finger-counts:. |, 

Musical alphabets, sa ri ga ma a dha ni 

Musicography, the "Science of writing musi in ċbrrect 
natation: ! nimi misma 


. 


Masicology, the science of music ; sangita Sastra. 


+* Nada. (9) music, musica] sound; admits of the vattfties, 
aliata. pud anahata ; (2) the tone 2 a musical instruniésite 
eg we-say tht nada of one- anri Krēta ej Va that 
of another vina. e 






„Ni, the solfa name of nini: | also the venh note of: 
the scale. 
` Nicha sthayi, lower octave. 
Nishada, the seventh note oi the ui à 
` Niesabda kriya, 2 kriya without sound ; ex, visaritam. 


Pa, the solfa name of Panchama; also the fifth note of 
the scale. 


= Panchama, the fifth note of the scale ; frequency 35 e 
« 7 Patakam, lifting up the hand. 
+ Plutām, one of the six angas used in reckonicg musical 
| ® time; consists of a beat, krushya and sarpini, the duration 


of each of these three kriyas being four aksharakglas 
ox one matra ` symbol g 


* Prakruti svara, natural note. 
^ Prothama kala, first degree of speed. 


a Prati madhyama, the tivra Munus of rā 
„(F sharp); frequency 45/32. 
E 7 Parvanga, (1) the lower tetrachord s y g m. (2) Also the 


Ë first half of a varna comprising the pallavi, Ama and 
muktāyi svara. 


Raga, literally that which creates d 


assio —€ 
mould or melody-type. 4. - a ; melody- 4 | 
Ri, the solfa name of Rishab also t ā 

the scāle. he second. = of ž 


. Riehabha, the second wega the SCH 


* Rupaka tala, the third he seven Sg R 
"consists of a drutam and a laghu, Qj]. gesch talas; 


Sa, the pus name of shadja; 


Le SE sway engen 


also the. first note of he 
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WA Sahitya, wards of a musical EYES, gc libretto. 


Sangita, music. 


* Sangati, variation on 4 musical theme. 


+ Sankirna laghu, 2 variety of laghu, consisting o a 
beat and eight finger-counts: | , 


( Šapta, seven. 


Saptaka, the seven notes of the gamut: s z gmp F 5 


° 
sthayi, octave, register. 


Sapta svaras, the Seven notes: Shadja, Rishabha.* 
Gāndhāra, Madhyama, Panchama, Dhaivatay Nishada. 


° Sapta talas, the seven talas: Dhruva, Matya; Ruņaka, 
Jhampa, Triputa, Ata, Eka. 
Sērali, shortened form of svaravali. 
* Sarpini, waving the hand to the right. 
* Sasabda kriya, a kriya accompanied by sound; ex 
beat or ghata ; cauterization. 
s Shadangas, the six angas or modes of reckoning musig il 
time: Anudrutam, Drutam, Laghu, Guru, Plutam and 
Kakapadam. 
Shadja, the first note of the scale: 


< Shatsruti dhaivata, the variety of dha above the chatus* ` 
s-uti dhaivata and theoretically the same as the note kaisiki 
nishada. 


x Shatsruti rishabha, the variety of ri above the chatussruti 
rishabha and theoretically the same as the note, sadharana- 
“gandhara. ° 

Sruti, (r) the (smallest) audible sound ; the sound which 
can be distinctly heard; quarter-t3ne ` microtone, enhar- 
|; monic note or interval. (2) key note or adhara shadja. 


Sthana, the term for sthayi in ancient, music. 
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|` Sthayi, sthana ; s vptaka ; voice register; octave; a 

, 
series of seven svaras beginning from sa and ending „with nt. 
The five sthayis used in Indian music axe as be 





Tara 
sthayi 








SRGMPDN 


nin wu u 





o sé 
~ Anumandra x 


sthayi 


' — Suddha dkaivata, the komal variety of cha avata, YA flat) 
frequency 8/5. 





E Suddha gandbara, the variety of ga below the pec ere 
gandhaia and theoretically the same as the note chatussruti 
rishabha. _ Also the first gandhara note (sequen 32/27) à in 
-inthe scale of 22 srutis. 


ES Suddha madhyama, the komal variety of EN 
— (E); frequency 4/3 ; tevtsdb Unratada 

"e  Suddha nishada, the variety of wi below the Sich 
nishada and theoretically the same as the note chatussruti 


'dhaivata, Also the first nishada note (rēilēsēyē rojo) i in 

- the scale of 22 srutis. SE 

(t. Suddha riskabha. the komal au of rishabha me flat), 
uo Zä 

et: 





Z "Svara, literally. that. which. Pied oti ku, own weg" 
musical nose o interval. ` i 


x 
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Svarajnana, A person is said to have svarajnana, when 
(z) he is able to distinguish, recognise and write down the 
notes of a musical passage or, , phrase sung, played or heard; 
and (2) he is able to sing ' correctly a given passage in 
notation. 2 

Svaravali, the preliminary svara exercises; vocalises. ; 

* Tala, musical time or measure. 
Tara Saptaka, higher octave. 
- Tara Sthuyi, higher octave. 


€ Tatu sc; ghata; beat; one of the modes of reckoning ' 
musical time,  — 


+ Triputa tala, the fifth of the seven principal talas > 
consists of a laghu and two drutams OO: 

- Trisra laghu, a variety of laghu consisting of a beat and 
two finger-counts: | 3 

> Tritiya kala, third degree of speed, 

> Uchcha sthayi a Ze mara, higher octave. 

: KEN (r) the higher tetrachord $ d s s; (2) also ihe 
second half of a varna comprising the charama and the. 
ettugada , svaras. 


Vichcha 5x, waving of the hand; visarjitam ; one of 

the modes of reckoning musical time. ES 
Un Vikrta svara, a Svara other than a suddha svara. ` 

< Vilambita kala, slow speed or tempo. 

+ Vilambita laya; slow speed. 

^- Visarjitam, waving of the hanes one bi the modes of 
reckoning musical time. is 

` Nocdlises, vocal exercise or Stady sung either to vowels 
X or solmisation syllables. 


Vusi visarjitam, e 
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VOCALISES 


d The svara exercises given in this book should first be 
Practiced in the Mayamalavagaüla scale. This raga, it will 
^ be remembered takes the svaras: Shadja, Suddha Rishabha 
Antara Gaudnara, Suddha Madhyama, Panchama, Suddha 
Dhaivata and Kakali Nishada. When the students. become 
thoroughly familiar with this scale, these svara exercises 
may be practised in the Sankarabharana, Harikambhoji, 
Kharaharapriya, Kalyani and Hanumatodi scales at the 
. option of the teacher, U DECUS 
š "ire | DEPI 
Since the days of Puraņdarā Das, South India has 
profited by adopting the Mayamalavagaula as the starting 
scale for beginners in music. Pn Northern India, nusic 
. Students begin with the Bildval (Sankarabharana) 
and im European music also they begin with the Major 
scale (Sankarabharana). Hence South India’ is 


DAY e SIS edi esi. «defsudmkf i 
B ist EN 2 "UE ur Neres mir £ dui 
y practising svara exercises first in this faga, Stude nts 
Y * La 5 2 
tervals, 










no controversy, 
` here. This raga 





D 41 


belong to contiguous svarasthanas on the vina. The 
purvanga and uttaranga of thi$ raga are symmetrical. 


Further through Mayamalavagaula, the student becomes 


familiar with, three types of intervals figuring in’ the "M 
Melakartas :— 


(a) Dvisruti interva] (semitone) petii; g and m; acd 
` between s and s 


(b < Chatüssruti interval (Major tone) between m and H 


(c). Shatsruti interval (augmented interval) vet ya 
and g; and between d and m 


— 


ABHYASA GANA 
“SRUTI SWARA EXERCISES 
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ix * in , Showing TA of singing each of the following 
Se, Aere in the Prathama, Dvitiya, IM and Chaturtha tas 
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„Tritiya orthe SS .—= — 
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Chaturtha, or the 
ghia EE 
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Showing the method of singingsrgmpdn ,sndpmeré 
in the Prathama, Dvitiya and Tritiya kalas (and vice Versa) at a 
` stretch, within the space of one Aditala avarta 
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psnd 
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Lesson 11. 
DATU VARISAS 
rgmg sgrg 
A &mpm rmgm 
mpdp gpmp 
pdad mdpd 
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"> ALANKARAS 


SE -Lesson.12 


I. Dhruva tala—Chaturasra jati (Sreekara tāla)) 
[sO |. |. 


Total Aksharakala ; 4 +2+4+ 4214. 
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II. Matya tala—Chatutasra jati (Sama tala) 
Oc 


4 
Total Aksharakala : 442 +4=10. 











la | o la 
-Ssrgr | Sr srgm 
rgmg rg rgmp 
gmpm gm gmpd 
mpdp mp mpdn 
Barā pd pane —— 
sndn sn à sndp 
ndpd nd ndpm 
, dpmp CECR . dpmg 
"e DO mm pm | pmgr 
"mgrg mg | mgrs 


SET Roopaka tala—Chaturasra Tati (Patti tala) 
Total Aksharakala : Ola 2-4-6- | 
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IV. jhampa tala—Misra jati (Sura tala) 
. Total Aksharakaļa: ` l,9 0 7-1:r2-19 . 
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Total Aksharakala : [3 O O 3+2+2=7. 
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VI. Ata tala—Khanda jati (Vidala tala) | d 
TotalAksharakala:; La . |, 0 O 5454226 14. E 
| 
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eva Puis 
Eka tala — Cheturasra Jati 
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CHAPTER Vl ` 


ACOUSTICS 





«Acoustics is that branch of physics, which deals with 
the study of sounds, their cause and nature. While music 
js concerned with sounds, which are calculated to excite 
pleasant feelings in us, acoustics is concerned with the 
problems of the production; transmission, comparison and 
perception of sounds in general. 


Sound produced by motion of some kind. In many. 
cases the motion can be perceived by the pye- For exampl € 
when the string ofa Tambura or Vina i$ plucked, it give” 
out a sound and at the same time the string swings: from 
side to side. The moment the string is! ` touched by the 
finger, the motion ceases, and with it, the sound. Thus 
sound is caused by the vibratory motion of some souhding 
body. | bro 

Musical sounds and noises.—A musica]: sound 
produces a continuous pleasing. sensation. Iti is produced 
by regular and periodic vibrations. But a noise is a 
, confused mixture of many distordant sounds, like the 
: noise of the waves. Noise is the result of non-periodic and 


irregular SE p both in point of e x and 
strength. 


- 


It is however difficult sometimes to dci a sharp : 
distinction between a musical sound and a noise. The 
souud of the ghatam and the kanjira for instance cannot 
. Strictly be called musical, but they are some times delightful 
Genen? ina ^ music concert. 


ES Rn 
Pais tani CEAN a 
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G : 
- Musical sounds : their characteristics. 
Musical sounds may differ in respect of :— 


I. Pitch or frequency (408) 
- 2, Intensity or loudness (wapësu) 
“3: Quality or timbre (siren, Spi) 
` 4. Duration or length (srw garaj) 
5. Plain or Graced utterance (swad) 


Pitch is the height or depth of sounds, “It is that 
which distinguishes a note of a higher sruti from a note of a 
lower sruti. We say that of the two notes g aM m, the 
pitch of m is higher than that of g. Since the pitch of a 
note depends upon the rate of vibration, the pitch or 
frequency of a note is expressed ir terms of “vibrations 
per second. 


Pitch is expressed relatively, when we say that one note 
is the panchama or the madhyama of another note. It is 
expressed absolutely when its vibration number or frequency * 
is mentioned, 


Intensity.— The -intensity or loudness of a sound 
depends upon the amplitude of vibration of the sounding 
body. Suppose the sārani string of a Tambura or a 
Vina is plucked (x) lightly and (2) with some force, as. 
by drawing the string a little further from its position 
of rest; one is able to distinguish the notes in the two 
cases: easily, for the intensity of one is grēāter than tha; 
of the other. In both the cases, however, since the same 
string is plucked and all other pos are constant, the’ 
pitch remains the same. 


Sid ; 62 
There: are five causes "which ‘affect: the intëñsity of a 
note when heard at a distance from its source i M 


i. Distanceof the ear from the sounding body. 


2. Theamplitude of the vibrations. i 
"3. The density-of the air at the place whēre the sound 
is produced. Er 
4. The direction of the currents of air.: 


The presence of other NS bodies: in the 


ii 
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Quality or 5 — Suppose the same, note is 
preduced on different musical instruments like the flute, 
vina, violin and the human voice. Even though the sounds 
are exactly of the same pitch and loudness, yet one i 
easily say which note is the flute-note and which the vina- 
note and so on. That characteristic of the musical sound which 


enables one to recognise the voices of different. persons. and | 
"the notes of various musical instruments is known. asttimbres — 


Thus the quality or timbre is that which distinguishes à 
note or sound of one instrument or yoice, from the same 
cess or sound of another Nc or voice. diens ssi 


Mosel is may also jian in pe of. their Ve 
aod Style of rerdering. When we speak of long,and short 
notes, what we mean is, that the. duration of the f former is, 
longer than that of the latter, SS musical, note may. be 
rendered in a. pl ain or graced manner, sorting to the raga” 
n which it occurs. NE š 
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- |. Svarajnaram Exercises ` ; 

The following exercises should be practised by the 
students under the guidance of the teachef. They should be 
. practised | first in the Mayamalavagaula scale and afterwards 
in the Sankarabharana, Harikarabhoji, Kharaharapriya, 
Kalyani and Todi scalesat the option of the teacher. The 
Svaras should be sung slowly, distinctly and correctly. 
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Concert Programme : Some underlying Principles. 
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Sangita lakshana or the science of music is a thing of 
gradual growth. The lakshana. lives "through the  lakshya 
and the latter in its turn looks to the former for guidance 
and strength. The lakshana of modern Indian music repre- 
“sents the accumulated wisdom of the musical thinkers of 
the past. Whereas the lakshana of a musical system can be 
|." preserved through books, the same is not true of lakshya. 
` The Jakshya can be preserved and handed on to futurt 
generations only by a number of people cultivating the are 
and learning the compositions. For those people who have 
neither the time nor the inclination to learn the higher types 
of musical compositions, concerts'of eminent - - performers are 
a real boon, for they give them a ;valuable opportunity to 
Ee Sie: with them. 


s y 


Sdt DOES I AE 

With, the evelopment of the raga con a new 
C4 begins. in the history of art music "in Td The 
poe the minds of rāsikdš to listen to creative - 


pos me and the wayiwas gradually paved for the development 











of the modern Kachcheri. Concerts of the earlier 


sisted- mostly” of recitals of satred songs and Hymns. - Dier j 
were also the dance dramas, dance concerts and folk Plays.” 





a ja sabhas ech been functioning in South ludis 
from the nineties of the last century. These sabhas'are 
perhaps the one place where one can go and listen to the 
highest type of art musie at present. The vidvans who 
formerly gave concerts in the courts of Rulers were later on, 
obliged to exhibit their talents in sabhas due to changed 
circumstances. The Rachcheri paddhati, carefully evolved 
in the samasthanas was later transplanted to the sangita 
sabhas. The vidvan who formerly delighted in expounding 
a raga for hotirs together and earned the encomiums of even 
his jealous colleagues had to remodel his programme to suit 
the new type of audience. The modern kachcheri continues 
the tradition of art music but with this difference that more 
time is devoted | to ‘the rendering = compositions than 
> to Creative music.” 


“The Se Segen sabha is not a mere place of enter- 
tainment;it:is a place where one gets food for musical 
thought and especially se; when eminent musicians perform, 
It is also a place where the practising musicians get 
some intellectual nourishmeni aswell. The sangita eabha 
is the one'place now where the pefformer can hope to get an 
enlightenedand cultured audience.: Naturally he desires to 
exhibit his x musical skill and scholarship tliere: ` The concert 
in a sangita Sabha may be st yled asa practical discourse ow 
absolute music. Full scope.is afforded there to the. members 
ef the music. party to exhibit their collective skill and 
individual skill. 





. It is the duty of the audience in a conci hall to give 
b odds hearing. to, the musicians. The avMience will in 


` 
H ; 
° xis. WE 


-68 


return be amply rewarded with delightful music from them, 
„ The performers come there with the avowed object of pleasing ` 

= the audience and nothing will cheer them more than the fact 

| that the audience enjoyed their performance. An apprecia- 
tive audience is like a catalytic agent and draws the best 
from the performer. Members of the audience should parti- 
cularly take care tosee that ‘they do not talk with each 
other or become restless, when the "tambura or some other 
ihstrument is being tuned. Nor should they make an entry 


or exit in the middle of an item. Š 


The modern concert programme is based on certain 
aesthetic principles... The sequence of the items in a concert 
has much to do with its sum-total effect. The performers 
as Well as the listening rasikas have had their share in the 
past in. moulding the concert Programme, (s¢Gef užs8). 
The sequence of ghana-naya-desya has been the guiding 
principle in the chalking out of concert programmes. The 
musician in former times began with ghana ragas, followed 
it up with compositions and Pallavi in naya or rakti ragas 
and concluded the concert with lighter compositions in desya 
Tagas. Concert-worthy pieces alone were presented in 
Kachcheris. These pieces in course of time gained added 
lustre by being handled by illustrious musicians. Classica] 
compositions representative of different styles and composers 

, and pieces which contained intelligent themes for developing 
niraval and kalpana svaras were sung in concerts. The 
embroidery of yati patterns and passages containing rhyth- 

| mical sequences of variegated beauty were noticed in the 
kalpana svaras: The longer passages of kalpana Svaras 

, were finished with fascinating and. Hopes enge 

_ {cro wnlike endings.) 


| One of the first things that a musician should do ina 
. concert is to concentrate on creating the aces Deeg 
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atmosphere. If the musician is not able to create this 


atmosphere and establish contatt with the audience within 
the first half an hour of his concert, his subsequent perfor- 
mance is bound to fall flat on the ears of the audience. The 
object in singing ragas- like Nata, Kedaram, Kalyani “and 
Hamsadhvani at the commencement of a concert is to create 
this musical atmosphere. These ragas with tivra svaras are 
helpful i In creating this desired atmosphere. If Vatapigana- 
patim was sung at the commencement of concerts by Maha 
Vaidyanatha Iyer and other great musicians in the past, it 
was not only due to the fact that it was a piece in praise of 
Vigneswara but also because it was in Hamsadhyani;. If the 
same sabitya i in praise of Ganapati was set in Punnagā- 
varali or Ahiri, nobody would have bothered to sing it as the 


first item. Bikshandarkovil Subbarayer, one of the outstanding 


singers of the last century used te send his tambura players 
to the concert hall, r5 minutes in advance with instructions 
to be playing the same till he came. The late Mridangam 
Narayanasamiappa used to to have two tamburas tuned an 
octave apart i in his bhajanas. In contrast to the dormant 
or almost silent tamburas of some of the performers in South 
India, one happily finds two resounding tamburas used by 
most Hindusthani musicians. 


Secondly, the performer has to get into form as quickly 
as possible. For this purpose the performers in the past 
used to sing or play tanas in ghana ragas before taking up 
compositions, Tanas in ghana ragas later gave place to 
tana varnas.. The tana varnas are admirably suited to get 
the singers and performers into form. Since the mridangam 
player is also familiar with the varnas, he is able to provide 

: an impressive rhythmical accompaniment and the collective 
eflect is good both from the point of view of the listener and 
the performer, [Illustrious singers like the date Ramnad 


"i ' 
` 
R m 


 mavaáti at the close. 
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Srinivasa Iyengar, Ananta Rama Bhagavater and Bidaram 
Krishnappa began their concerts with tana varnas. "The 
more important of the ancient alankaras are melodiously 
weaved into the fabric of tana varnas. It is a pity that 
the practice of singing tana varnas at the commencement of 
concerts is slowly getting out of vogue. x 


Once the musician gets into form and the requisite 
musical atmosphere has been created, he can proceed with 
his programme. It is the practice to follow the tana varna 
with a few madhyama lala kritis preferably in ragas with 
antara gandhara and then sing pieces in slower tempo. 
After this, two pieces in madhyamakala may be sung and 
the detailed alapana of the main raga for the day taken. up 
and followed by the pallavi. The raga and pallavi constitute 
the heaviest item in a concert and appropriately occupy the 
central position. The Pallavi is followed by the singing of 
a padam, javali, ragamalika (composition, or slokas in 
different ragas), tillana and pieces ot, a lighter nature, The 
foncert is concluded with a Mangalam and a brief alapana 
of Madhyamavati. The notes figuring in the Madhyama- 
Vati faga are those which occur earliest in the Cycles of 
Fifths and Fourths and as such have a high degree of con- 
cordance. The Madhyamavati alapana at the end when 
heard-will result in a feeling of tranquility. Listeners. who 


. choose to stay till the end will realise.the importance of 


listening to the mangalam and the brief alapana of Madhya- 
justas the various devatas in a shrine have their allot- 
ed places, so also in à kachcheri the several forms have their 
allotted places in the programme. ` Compositions which are 
hearable and presentable alone should be given in'a concert. ` 
Concert-worthy. compositions are a class ‘by “themselves, - 
Concerts should be begun with auspicious rdgas: i0 1 o > 


LA 
E 


ds 


RI EU CNN a D 
m 4 . B. ES 
| Ht is the de EIS abhaist coiii the noble tradi- 
tions of the Kachcheri paddhati and not allow it to change 
or even allow the programme to get diluted with many 
items of a lighter nature. 


: c 
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QUESTIONS i 
r. Name thežseven svaras. Point out which of them á 
admit of varieties and which of them do not. | T E 


——2, Distiņguish between Komal svara and Tiy a? 
svara. Are they the same as the, flats and sharps 
European music? Explain. E 


3, Give the names of the 12 notes of a sthayi. 


t 


54, Point out the kinds -of z; g; d m, that occur in 
the scales: Hanumatodi, Kharaharapriya, Harikambhoji 
and Mechakalyani š, 7^ 


HEH Name the raga which takes the following swaras 
in its zohan and de = . | 


Shadja, Suddha Rishabha, Antara Gandhara, 
x. su Suddha, Madhyama, Panchama, Suddha 
sis ja) Dhaivata and Kakali Nishada. . 


(b). Name the raga that would result, when the 
Süddha Rishabha SC the Suddha Dhaivata in the above 
raga are substituted by the Chatussruti Rishabha and 
d rq Dhaivata, ° : 
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(c) If in this new raga, the Suddha madhyama 
„is replaced by , the „Prati core Se takti vie à 
result ? : 


| 6. Explain the use of the dot, comma, semi-colon, 
- line; numerals, wavy line, asterisk and double bar in the 
sa ri ga ma notation. 


PEST 






= Point out the symbols used to denote the follow- 
ing — 





SEENEN E 


- (a) Anya svara (b) Anumandra sthayi svara 
; e Kampita Svara | (4) Madhyamakala svara. < 


> 8. Distinguish between :— 


(a) Hrasra svara Dirgha svara. 





ia : (b) Prakruti svara and Vikruti svara. 
Ene (c) Komal svara and Tivxa svara. 

9. Explain the following terms :— ` 

"Aksharakala ; Arohana ; Avarta; pues Pens 
on ‘Gamaka ; Achala svara. 


Io, Explain the as terms ' give “their 
opposites :— j 


p (a) abies nada (b) Avarohana 6 Uttaranga 
(d) Komal svara (e) Dirgha svara, ` : 


Ir. (a) What | are the MT How are SCH 
Cie? ote : 





12. UN sapta porte Sé e ihein sonstituent: 
angas c ` 
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_ 13. Name the tala that would result if the second laghu 
of the Matya tala. i is replaced by a drutam. E v 
ës I+ Give an example for each of the following - s 
(a) A tala having three laghuss < : 
(b) A tala having only one drutam 
(c) A tala having the anudrutam 
(d) A tala which has not got the drutam. 


15. Give the constituent angas of the following 
talas .— si IA p 
1:91 two ioo wos 

(a) Matya (b) Jhampa (c) Triputa (d) Ata. £ 

= 


16. Give two examples & each of the following :— 


(a) A tala Mises qaem is eque to fourteen 
aksharakalas. | QUU * 


; (b) A tala whose avarta is equal to ten akshara- > 
kalas. 8 
17. Write in notation the Jhampa tala Alankara and 
the Ata tala Alankara. 
18. * How are the drutam and the anudrutam. rec- 
koned ? 


I9, What are the five kinds of laghus and how are 
they symbolically represented ? 


. 20. Name three talas which have more than one 
laghu. i 
21. Write the second half of the alankara in Ata tala 
and mention the total member of dirgha svaras figuring 
therein. . ° 
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22. Explain what you mean by the terms - Prathama, ā 
Dvitiya and Tritiya kalas. "If a musician chooses to . sini : 
two notes for unit-time inthe Prathama kala, how many) 
notes should he sing for a unit-time in the Dvitiya kala and 
Tritiya kala ? 
23. What is the total time iue e a $i. which 
consists of :— 











(1) 2 Trisra laghus +2 drutams. 

(2) 3 Khanda laghus and a drutam. šā 
(3) 1 Chaturasra laghū +anudrutam +1 drutam. >. 3 
(4) 1 Misra laghu +2, drutams, 3 


Sig 


24. Distinguish betweeñ ;—; 
(s) musical sound and noise; — 
(b) ahata nada and anghata nada ; 
- (c) svara and sruti ; 











(d) arohana and avarohana ; zl zi 


(e) purvanga and uttaranga, | ii 
tsi EN 


25. (a) Give some instances of svara-groups in:— 
"Dot iti i: Arohana-krama. di; Avarohand-krama, 
(b): Say whether the following svara-groups are in 


the àrohana-krama or: ae ; 
with reasons: ere ries todsrye v351 


ge? simas (ti) pērs 
qur pm (V mgR nep DEE RR, 
IE (vii) md ps * (vii) gp ds | ERIS 


- 26. What is a sthayi? Name the three pri 
sthayis. e 
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128. Give a few phrases of your own in the Mayamala, - 
` vagaula raga. 

28. Give reasons for the tact that. Mayamalavagaula 
"is best suited for practising the preliminary svara exercises. - 

29. Explain the terms pitch, intensity and timbre. 

30. It is common experience that in a music concert, 
the music becomes effective, only some time after its com- 
mencement. The effect is greater, if the audience is large 
and the atmosphere somewhat moist. How do you account 
for this? - ENA 

Write a short essay on the greatness of music. 

- Set. suitable: words to the following -phrases in 
ees and sing them :— 


# L 
: P i 


om— 


—— P eR 





ie l grG 2. gm P g dn$ 

| 4 nsndP s pdPmg 6 Pmgrs 
| 7. Ndpmg. 8. gmpd? 4. Gmgrs 
1o. gmpdns TI. dnsrŠ 1. $n én$ 


; c Sing | the following phrases in Mayamalava- ** 
ja ded = 


I nsndP mg eR, gmpidnsr§ 

3. -sndns rG 

‘SndpdndpmG 
Pmgrsndnn$ 


Mgrsndpdas 
DpmgmpdndP 
gmpdpmgrS 


g + 


5 

7 
34. ‘Passage for musical dictation, :— 
Mayamalavagaula - Adi. e 


P,mgrsn srgm, Pdn 


'S,ndpmg mpda S ; tē 3 
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B mgrsn ` dpdn ` aner | 
S,ndp "ei ed D eee ue eg u 
35. Passage for sight uii mit uet ua w 
Mayamalavagaula —Adi. ` £ 
G,mgrsn steh papim 
P,ddpmg an EN. JP anda 
P,dndpm or gmpd ndm: 
G,mgrsn dnsr BS- cw 
S,;sndpm gmpd "'"nsfs- 
N,sršsn  —— srgr d |. i 
M,grs-S ,ndp mgm p 
e cempdnéss,ndP mgr sini 


EST .36. Thé following are half-avarta passages. in the 
— Tagas mentioned. Complete the passages by supplying 
another half avarta music of your own in the respéctive 


ragas :— 
(a) Mayamalavagaula- Adi tala Ro a 
£i G,mgrsn stgm — pdpm 
4 up AN Kambhoji - Adi tala | ‘a 
EB. D, ndpmg mpdp dndp 
- ' (c) Sankarabharana - Adi dli 5 
P, NELER SĀBIM: oo gr S p `: 
S @ Kalyani - Adi Tala 
WA Snipa G-ndpmgr ` 


ee SERIE A Ma 
6 
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»— -. CHAPTER | 

K * RAGA 
Massi is an integral part of India’s culture, It isthe 

one art that i is in evidence in all the strata of society. Indian 


music is one oF the living systems of musie. in the world. 
wr 


Kl 
Raga is the pivotal concept of Indian - ule: "phis cé 
concept i is India’s proud contribution to world - musie, A 
concept is of interest to scholars of comparative. musicology ` 
“all the world over. The ideal of absolute music ‘is re 
-in the copodpl of raga. The attainment of rāgajnāna i is s the. 
` ultimate n of all musical studies. The whole ‘structure of. * 
— Indian music is built around the concept of raga, Indian S 
- melodies of the classical type are based on rāgas. As for 
_ folk melodies, a good number of them will be found to be: iin * 
^. somé recognisable raga or other. The origin, of raga’ like 
YA Kuranji and Nadanamakriya ean be traced to folk melodies. 





* Pe 











CS 


Ragas are aesthetic facts and can be perceived by E rs 
ears. Ragas derive their indiyiduality through notes of 
defiined frequencies E | their formation. It is the 
horizontal arrangement of parti&ülar tones and semitones in 

| i conformity to recognised desthetic laws that establishes the 
ipa Or form of a raga. Ragas reveal themselves through 
channels of Kalpita sangita and Manodharma 
Kalpita sangita means music already made, 
e includes the musical ;eompositions already 
Both. rhythmical music and compositions like 
tānas whlch are er? quie. TORS will - 















Uem m = TX 


EC A i 


4, dome under its scope.  Manodharma 1 ita. "is ie 


improvised on the spot and admits of the divisions ; Alfpanay | 





inclusive of Tana or Madhyamakala, Pallavi exposition, " 


Niraval and Svara Kalpana. Musical compositions 
` alapanas are concrete manifestations of the abstract raga. 


Manodharma sangita or ereative music is the distinetive 
feature of Indian music. It is this that imparts a dynamic 
character to Indian music. In a čoncert we hear not anly 

i" the compositions of great composers but also the performer’ 8 
` eteative mudic - music improvised by him and presented on 
the spot. Thus we enjoy in a concert not only the creative 
‘talents of the musician but also his powers of interpreting the 
“compositions of great composers. Performers are the links | 


between the audience and the composers. “Alapana is | 
"unmeasured music, Alapana had its origin when Sta came | 


to be sung in a raga. 






E duality Of a raga i. e., its jiva svaras, nyasa svaras, rakti 
-prayogas or pakads, resting notes, vakra prayogas etc. A faga 


a ee composer or composers. 


The rieh kero kond of ragas isthe glory of indian: : 


` music: The rāgas form th s of all melody in India. 
> They live through the compositions of great composers and 
e ālāpanas of master musicians. Raga is the quintessence 
Indian music, In. the formation of ragas all: "possible 











m utilised. Ability on the part of a person to 
guish and sing or play ragas ‘indicates -a 






(Roga sphutam is the process of: ‘@iscovering the indivi- ` 


| Onee conceived attains its full stature usually at the hands | 


i8 of notes for creating emotional ‘effects have 1 









e relationship to the. ādhāra shadja and -which ` 
occur ina particular sequence, The introduction of notes 
“eschewed i dead will. prove fatal to its «melodic indivi- 

give pleasure to the listener amd are 
beautified "by svar, varnas. ‘Raga alapana’ is the 
permutation and comb mation of notës admissible in the 


rāga in such a manner | às io bring out its distinetive 
characteristics. E - 







The various factors. that en to build the malin ° 
“individuality of a raga are described in detail in Book Se i 
The first detail that a student should become familiar" ; 
with, concerning a ragā is its ūrohana and avaroHana and ` 
the melākarta to which it belongs. If the raga in question - 
is a janaka raga, its ārohana and avarohana will, «as already - 1 


mentioned, be sampurna. E o. , - ; 
< X Kä ; 2 


. The Jis bd avarohana constitutes the Wisata 
.deseription of a raga and is like a theorem in geometry. 
It gives in a concise form the outline “or frame- 
work of the raga. It defines the contour of the raga. The nor- 
. malsancharas that therāga admits of are directly revealed 
by the ārohana and avarohana, Sometimes a rare prayoga 
is incorporated in the arohana and avarohana (Ex, Nata) and 
D in a few instances, the ārohana and avarohana instead of 
being in a concise form is slightly expandéd and presented. 
Janta syaras, dirgha svaras and kampita svaras figure in the 
A ia and avarohana of some ragas. All these features 
"to reveal better the melodic indivjduality of those 
stances of.eueh rāgas are however not ep: 








EL 


EASY: ko as 2 sx 2 


: basod on the genus-specio system. The te 
ES molakarta raga, mela raga, kartā = 
B parent raga, fundamental röga, 


In addition, the svaras are of ihe 

e ro and avarohana, These are ` 
ic features “of janaka, 
rāgas goen | 










































S ka Name, *Bvaras. ` ZE Zä 
Se e : MS ! SE 
anumatodi Bn 2 mi pdinys — 
15 | Māyāmālavagaula SE ga mi p dy Des 
16 Chakravakam qe ned mi Dido mē Er, 
"gg Stryakantam ` — le s: rige my p de ng CES" 
6:90 | Nata Bhairavi 8 ra gi mr p dim š š Y 4 
2a | Kharaharapriya ET rā gy m: p dam $. 
28 | Harikāmbhoji | šr ra ga mī p da £ 
,99 — Dhira Sankarābharana | srə ga mip danos ` 
Te 51 = E Kamavardhani 8 ri B2 map dim na 
65 * | Ge Aen | 8 T2 g9 mapi : 






* Naemi 1 denetes the Komala svara and Numeral BR Tivra S 
"svara. uc : 





Classification of Janya Rieger” : 2 à 


` EMT De VOS - sn 4 e 
SE Varja Tagas. " Varja rügas are thodo janya | ragas 


wherein one, two or three notes are deleted either ‘in the | 
. ārohāna or avarohana or both. From the number d 
svaras present in the ārohana and: āvarohana, r 
 "rügas (ares ‘classified under eight heads. ‘The terms, 
pam (all the sapta svaras being Ferca 






















fu notas being WR) are used to 
and avarohana in this connection. The. tara 
is excluded in calculating the number 
"in the árohana snd avarohana of ragas. 













Examples. 





number of 
present in its: 































e IEN We 
à Nl mm dos 
Í o | Name of the | Its āroham & | HAH 
Ārohana | warobana raga. OL lakana a. D 
E Krētā E 25 WA 
i 4 Ze A, š imo YA 
: V RETE Ys 3 
- l| Shādava-Sampūrna | Kambhoji E fgmp 98 
i b: 7 Me AE ip cha 
Bilahari (srgpāš vt > 35 à 
, 2| Audava-Sampürna š | l$ndpmegrs a 
5 [M x ; srmpds 20 T3 
| Arabhi š s 2 
| S sndpmgrēs; 4 d. 
i. 3| Sampiirna-Shadava Bhairavam Ë rgmpdnš| 17 ` 
| 7 6 Sdpmgrs | 
I i Garuda- er gmpsn 3| %9 
. 4| Sampürna-Audava dhvani| l3 d pg Ès 
P 25 Saramati S 20° 
t sandhi gs, |a k 
. P3 sadawa Shi | Sriranjani isrēmūgš ie pres 
| 6 SCH lindmgrs 1 





Sndmps 


6 Shadavo-judava A | Natakuranji E rgmdnš 98 











eg n rmpd s 15 
i AuduvesShsdave šdpmgrs'|.; 
; poem Ë rmpds 64 
zeg $ndpmrs |” 
Mohana - P rgpds 98 ` 
: šdpgrs à 
Suddha- : {3 rmpds 9g = 
nt $dpmrs * i 





5 may again be classified ju. change ragas 
gas anā these son ina orl Pa s: or non-vakra:— ` 















PASE TANT 





: u 





From tha iramber Sg vakra svaras present, : vakra ` 
may be classified into:— pt 


d Sio vakra raga i.e., with one vakra Svars 
in the arohana and one vakra svara ‘in the 
Wet avarohana. * 


Ex. Nilambari (srgmpdpns-Snpmgrgs) ` 


2. Dvisvara vakra raga i.e, “with two vakra 
svaras in the arohana and two vakra svaras in the 
avarohana. : 


Ex, Suposhini (srsmpndi-Sdnpmrms) 


8. Trisvara vakra raga i.e. with three vakra 
svaras in the arohane and three vakra svaras in ` 
the avarohana. 


4. Chatusvara vakra raga ie, with four vakra 
svaras in the arohana and four vakra svaras in 
the avarohana. 


There are vakra ragas with an eka svara vakrā 
ārohana alone (Kuntala varali: s mp dn dš- šn d pm s) 


or an eka svara vakra avarohana alone (Suddha. bangüla ` 


= 
armpds-sdpmrgrs)or a dvisvara’ TEN 'arohana ` 
alone:— 3 


Ex. banda Hire vi (sgrgmpdpš-sšnmdpmyrsā 
or a dvisvara vakra avarohana alone :— 
Ex. Srirgga Grmons-sapdnpmegrp 


In the case of iot ubhaya vakra ràgas wherein the 


adr of vakra svaras in the ārohana and avarchana differs: 
“the atohana and avarohana are described separately. Thus 
` .. d pi * OF < a 4 


xs e yn 


ES 






19 | 
Sahini furnishes an instance of an ubbaya du raga 
an eka svara vakra ürohana and a dvisvara sakra ` 1 
kana: sr gmpmDns-sšudpmGm R g r s. The same A 

“mle applies to Dvisvara, Trisvara and Chatusvara vakra ` 
ragas. c ee 





E JH. Upanga ragas are those janya ragas, which. 
t take only notes, present in their respective parent ragas, 
Malahari, Suddhasāveri, Ārabhi,and Mohana are examples. 


Bhashanga ragas are those janya rāgas which in 
addition to the notes pertaining to their parent rūgas, 
_ take one or two foreign notes as visitors. These visiting 
X notes come only in particular sancharas and serve to 
ši increase the beauty of the raga, The svarupa of the ' 
raga i is revealed better by these foreign notes, Thus in a 
; bhashanga, raga, both the varieties of a „Svara occur, the a 
_ Variety pertaining to the melakarta being “called the 
svakiya svara and the visiting note the d. svara, ih, 
















shes lees ragas being kikali nishida | cb mäi 
dha y . , YR 


Barring a few abeng. like. a da anya 
svara, as a rule is s not a nyasa g svara 2 bhishinga rāgas. | É 














CHAPTER Il 
en TALA 
“The “qala system is perhaps the most diffieult ah 
| complicated branch of South Indian music.diThere is ho 
comparison to itt in the other musical systems of the 
world. The time-measures used by all the nations put 
together will form buta small fraction of the innumerable 
varieties of rhythm used in South Indian music. A 


Tamil writer emphasizes the intricate nature of the tāla- 
system in the following stanza: 





** (J ger pev apye Rami Baiga; 
wer pd alge were ejr. ` 
Calafia apo Garse.ojS sai 
Ci: guari sremeirib” 


The development of the tala mnemonies and the art 
of drumming have contributed to the high development of the 
tala system. - It. should be remembered, that when 
a mridangam player accompanies a musician (vocalist 
or instrumentalist) in India, he does not merely beat 
= the sarva laghu, but provides a cross-rhythrtical - 
“accompaniment, based on the style, movement and 
rhythmical construction of the pieces rendered. This 
‘rhythmical harmony ' provided by the mridangam player 
contributes to the excellence of a concert of Indian music. 


The aneient books on music refer to the classification 
of tālas tālās into mārgi and desi and enumerate the classical, 108 
_ tālas, ` las, Latterly a system of 35 tālas: developed and Purkn- 
; dim Dasa gave sess to pis Ee system, by compo- 





Bee E a Aga 
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tālas make use of all the shadangas, the 35 tàlas use 
laghu, drutam and anudrutam. In addition to thes 

of talas known as the Nava sandhi talas (cart B ere 6 
has bedh in use in temple rituals from aneient tenes 
There is al the Chapu tala with its varieties and th 
Desàdi and Madhyādi_tālas. The scheme of the 35 tālas. | 
is explained here. . The other tālas are explained in Books | 


HI and IV. E 
The Scheme of 35 Talas ` d 


Briefly stated, the 35 tālas result by the change of | 
ihe laghu jati in the sapta tālas. The student will do | 
well to recall to his mind the sapta tālas and their con- | 
| stituent angas given in Table VIII on P. 54 of Book I. 
Now taking the Eka tala, if the chaturasra laghu is respective“ ` 
„ly substituted by the tisra, khanda, misra and sankirna ` 
laghus, we get four new varieties of the Tika tala, the 
akshērākāla value of the āvarta varying each case on ` 
account of the substitution of the laghus of "different magni" ` 
tudes. Thus the Eka tāla on account of the five laghu jatis d 
` admits of five varieties. In the same way, the other six | 
_ tālas also admit of five varieties each and we thus get in alb 
the 25 tālas from the seven principal tālas, There are the 
..35 Alankaras to illustrate the 35 tālas and these are given in 
Chanter IV of this book. z 















Ge ` Tt should be remembered thak tho a. angas: are Í 
S tam, Druta, Guru, Plutam and Kākapādam do not admit of ` 


M. and hence their. values remain constant 
gho g 















Arrangement of the 35 Talas ` 
| Table, under each tala, the various tima measures 
are presented i in the increasing order of their magnitude i.e, 


in the sequence of tie Chaturasra, cane Misra and 


bs Sankirna. i > 


— Tt is also possible to think of an alternative arrangement 

"for the 35 talas. The jātis under each tala may be presented 

"in the traditional order of Chaturasra, Tisra, Misra, Khanda 
and Sankirna. In this arrangement, the serial numbers of 
the tālas will differ from that of the previous arrangement. ` 
For instance the twelfth tala in the first arrangement will be 
the Chaturasra jati Rupaka jala. In the second arrangement, 
the twelfth tala will be the Tisra jati Rupaka tala and so on. 





SA third possible arrangement is to groupthe talas of iden- 
E jatis and present them in the usual order. In this arrange- 
ment, the Dhruva, Matya, Rupaka, Jhamps, Triputa, Ata and. - 
Eka talas of | urasra jati will rank first, and then the 
game talas of Tisra jāti and then the same: order of talas in 
‘Misra jati and so on. 


. Nomenclature for the 35 Talas 


There is an empirical nomenclature and a mnémonic> 
nomenclature (based on katapayadi sankhya -and bhuta- 
; pati) for the 35 talas. The former is given in the Table: 





Sapta tal 


e 


Th 





a 





Thirty-five Talas 


Total aksharakāla 
for an avarta, 





3+2+3+3=11 
1+2+4+4=14 
5+2+5+5=17 
7+2+7+7=28 
9+2+9+9=29 





3+2+3=8 

4+2+4=10 
5+2+5=12 
7+2+7=16 
9+2+9=20 


ša 
2+3=5 
` 9+4=6 
2+5=7 
2+7=9 
2+9=11 









Malas. This is explained in Book III 





a Talas (continued) 


; feet names 


RER 


Madhura. 


Chana 
Sura 
Kara ci 
Sankha 
Adi 


»* 
Dushkars: 


Līla 
Bhoga 
Gupta 
Lekha. 
Vidala . 
Loya 
Dhira 
“Sudha 
Mâna | 





` 


Son 
zoo 


19 


Bignature 


15 
1, 
l; 
1; 


oo oo OO O 


oO 0 d 9o 








id 
| 
| 





Total ‘aksharakale | 


for an avarta, 


3+14+2=6 ' 
44149=7 
5+1+2=8 
7+1+2=10 
9+14+9=19 
3+94+2=7 
44+2+2=8 
5+2+2+9 
7--9--2— 11 
9+2+2=13 
3+3+2+2=10 
4+44+9+2=19 
B+5+ū+2=14 


_7+7+2+2=18 


9+9+2+2=292 
3 


«o - m > 
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The 35 talas are analysed and presented aecording to the 
magnitude of their āvārtas in Table VI. It will be seen from 
this Table that the tala with themaximum number of akshara- 
kalas (29) for an āvarta, is the Sankirna jati Dhruva tala and 
thè tala with the minimum number of aksharakālas (3)for an 
&varta, is the Tisra jàti Eka tala. It will also be seen that 
there are a few talas whose àvartas consist of the same 
number of aksharakālas. These tālas however differ from 
one other on account of their varying constituent angas 
resulting in different modes of counting and the stresses 
falling at different places in the avarta. For example, the 
Chaturasra jati Matya tala, Misra jati Jhampa tala and Tisra 
jati Ata tāla all consist of 10 aksharakālas each for am 
avarta; yet they differ from each other on account of their 
modes of reckoning and the beats falling on different. points 
of the āvarta. 


TABLE VI | 
The 35 Talas: Analysed 











IMS. 4:7 tāla Its jati.” Signature. ` 
an &varta 
29 | Dhruva Sankīrna | LOLI: 
‘23° | Dhruva ^  Misra | OU du pi 5; 
22 Ata ‘Sankima ^| 1,1, O O 
I ; Deeg m 





. Total 


.Bkshara- |... 


“kala for 


an fivarta. 


Li 


Tala. 


21 


Its jāti. 





Signature. 


bas: 
Se 


VEN 


il 


94105 





i 





x 
a 


| Dhruva 
„Ata 
Triputa 
Matya 
Jhampā 
Ata 
Dhruva 
Rupaka „ 
Triputa “= 
Matya 7 


Jhampa "e e E 
Ata 4E 


Rüpaka 
Ce 


Jhampa 
Triputa 


Rüpaka 
Jhampa 
Triputa 
Eka 
Rüpaka. 
Jhampa 
Rūpāka 
Eka 
aes 


| 
| 
| 
[E 
| Matya 
i 
| 
| 





Chaturasra 
Khanda 


Sankirna 


| Khanda 
| Sankirna 
| 


Chaturasra ; 


Tisa . 
Sankīrnā 
a Misra 


'l'isra 
| Khanda 
| Chaturasra 
Khanda 
Chaturasra 
Tisra 
Misra 
Chaturasra 
| Tisra 
|. Tisra 
Khanda 
| Chaturasra 


| 
| Sankirna 
| 
| 
l 
| 





Tisra_ 
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Law of Homogeneity 


Of the. sapta tālas, the: Dhruva, Matya and. Ata 
alone admit of a plurality of laghus. And within each 
one ‘of the varieties of these tālas, the laghu retains its 
homogeneous character. That is, if we take the Tisra jati 
Dhruva tala, all the three lagbus figuring in that tala are of 
the #isra type—not that one can be chaturasra and the other 
khanda and so on, In the same manner, Khanda jati 
Matya tala means, both: the laghus therein are of the, 
khanda variety ; likewise Sankirna jati Ata tala means, the 
two laghus therein are ° the sankirna variety and so on. 
Thus in talas consisting of- ‘more than one laghu, no two 
varieties of the laghu can come nono ` ‘and the same variety 
of the tala če., the laghu rotates „ROmogeneous charaaiey 
within the tala. 3 






Presumptions BZ, die seven talas. 


Unless otherwise stated, the following presumptions 
hold good :— | 


Duruva tāla means Chaturasra jūti Dhruva tāla. 


Matya tāla means _ x Matya tala, 
. Bēpēka tāla means E Rüpaka tala. 

“hampa tāla means Misra jati Jhampa tālā. 

Triputa tāla means Tigra. jati Triputa tāla. 


21 Ata tala. means Khandajati ~ Ata tala, 
6 Eka tāla means Chaturasra jati Eka tāla. 





: CHAPTER II 
'MUSICAL FORM 


"Music that is heard in an Indian concert falls under 
two heads — 


` Manodharma sangita and Kalpita sangita. 


In the former, the performer sings or performs his 
Own improvised music—music improvised on the spot with- 
out any previous thought. This improvised music is of 
four kinds:—Rāga ālāpana, Madhyamakala or Tana, 
* Pallavi exposition and Svara kalpana. Sahitya prastara in 
kritis called Niraval (8 pee) is also a species of creative 
music. In kalpita sangita, the singer or the performer repro- 
duces the compositions already created or composed by other 
composers or even by himself. Kalpita sangīta is older than 
manodharma sangita. The forms of „manodharma sangita 
are dealt with in detail in Book IV. 


= 


Kalpita sangita comprises all the musical composi- 
gions. ‘A musical composition is a piece of music set to time. 
Tt is an exposition of the raga in conformity to the chosen 


` rhythm. Slokas, chūrnikas, padyas and viruttams “are ' 


only instances of literary forms sung to music, They are 

not set to time. 

— ES SE pa 2 
'* The Pallavi theme itself with its sangatis (having already 





been composed) belongs to kalpita sangita, It is only the exposition 


of the Pallavi that constitutes manodharma sangita.  Fallavis like 
“sa ri ga pa ga ichchene " (Mohana) which are inspired by particular 


occasions and sung off-hand may be classed under manodharma sangita, 
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A musical composition can be compared to a building. 
What the bricks are to a building, the component svargs | 
are to a tune. The different graces linking up the svaras 
contribute to ornamental effect. These graces can be compared 
“to the cementing medium holding the bricks together and 
‘also to the outer decorative work. Just as there: are small 
buildings and big buildings, there are short compositions - 
like the ģītas, and long compositions like the varnas. 
- Rāgamālikas and kritis abounding in technical beauties can be 
compared to luxuriously decorated and furnished buildings: 


“The author of a musical composition is. called: ā 
Vaggeyakàra. E 

Sa Classification . 
di South Indian musie in the course of its long history 
"Ka evolved many musical forms. These might be studied 
under the heads of Vocal forms, Instrumental forms and 
Dance forms. Indian music being of the melodie type, 
has evolved many vocal forms. These vocal forms fall 


me two divisions: sacred forms and secular forms. 
Ze 


> Musical forms might also be studied cae the figuds 
of:— Art music, Sacred music, Dance music, Opera music 
and Folk music. The several forms under’ these heads 
possess distinctive characteristies of their own. Some forms 
"like the kritis and varnas contain numerous examples while 
Others like the rāgamālika and tillana contain’ fewer 
examples, me lege s 


v 


Masin compositions can ngali Pe olassiñed into 
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s factor in this group of compositions and the musie which 
. clothes the sahitya serves merely as a vehicle for the better 
and effective interpretation of the ideas enshrined in it. 
Religious musie, dance music and opera music and the music. 
of the yaksha gina, kālaksheps, nondi nataka and” 
nritya nataka are ezamples of Applied music. Some of 
these compositions have  briliant music in them and 
deserve to be alipa side by side with specimens of art 
music, ` 


Ko compositions belonging to the sphere of pure music _ 
de main concern of the composer is ihe portrayal of the, 
raga bhava in all its melodic richness. The sihitya, 
in such cases merely serves as a vehiele for the singing. öf the 
music. Music herein is the primary thing and is enjoy 
for its own sake. These compositions constitute 


repertoire of performers (vocalists and instrumá sts asss 4 
3 A 






in concerts. 


Musical compositions may also be grouped under the 
heads of art music and folk music. All that is not fol 
music belongs to art music and vice versa. In this wider 
sense of the term, art musie ineludes saered musie, opera . 
music and dance music also. The term art music, in practice 
however is restricted to manodharma sangita and to eom- 
` positions belonging to the realm of pure music. „ 


Musical compositions can again be studied under the 

. heads of sacred music (vaidika gānam) and secular music 

(laukika m) Examples of abstract music! and pure 
instrumental music figure in both the groups. 











áy = 
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Ec 553 
Compositions belonging to the realm of art musie — 
. are classified into :— "d 
1. Technical 2. Melodic. *) 






alankaras, gitas, chitta tānas, varnas jandjfother x: reisés 

which serve a specific technical purpose and help the student 7 
to acquire musical technique. These compositions constitute ; 
the vacalises and areaptly grouped under abhyasa gandha: ē 
The melodic’ group includes kritis, kirtanas, padas, ` 
jāvalis, rāgamālikas, tillanas and other compositions per- ^45 
formed in a concert. These compositions are rc Ed 
under sabha gānam (concert pieces). 4 Ze + 


The distinctive features of the compositions belonging. 
to the technical and melodie groups may be summed up rM ; 


follows :— e š va 
Technical. Melodic. $. 
1. The music is the 1. The music and the 


more important factorandthe sahitya are of equal 1 m- 

sahitya is a mere mnemonic portance and sometimes 

aid to remember the music. the sahitya contains beauti- 
ful ideas and sublime 
thoughts. B uw 


The sāhitya herein may ` 
have a value independent of 
its music. " 3 

2. The compositions are 3. The one idea in the ` 
illustrative of some musical mind of, the composer in: 
law, faat or technical princi- composing p ie» 68 coming 





, 2 SE 





ple. For example, the pur- 
` pose sof the alankāras is to 
d illustrate the 35 talas: the 
E ES of the Be gitas 
> entimerate the raga lak- 

=. and so on. 


m 


9 3. Music here is the 
product of conscious effort. 
©The composer takes the paper 

“and pencil in his hand and 
ku e music. 





Ge 


* “Whe appeal is more to 


P intellect. 
; ga Sr: 
E SA A 
Kä 
b 


Mt 










5 yi e 
í a ve the dhatu first and 








| to it. 


ns under this group 


t links of an appropriate. 


6, The range of the 


38 goes up to three | 


$ 


ŠĀ 
28 . 
under this group is the pre- 


sentation of the r&ga bhava 
in all its rich colours. 


3. Here the music is 
frequently the product of 
inspiration. ° 


4, The appeal is equ. 
ally io the intellect and 
emotion: Sometimes we 
feel as if lifted to a ee 
plane. 


5. Tha dka tu and 
matu simultaneously 
conceived (Ex. Most of 


Tyagaraja’s kritis). S 


are 


6. The range here, 
rarely exceeds two octaves. 
It is possible sometimes 
tolearn by rote compositions 
Ame this peus. 
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Gitas are the simplest of melodies. The term “gia? E 
literally means a ‘song’ but in gpusia, it signifies € šā; 
particular type of composition. The mūsic of the gita is a 
simple melodie extension of the rāga in which it is compo- | 
sed. Its tempo is uniform. It isa continuous compositiolif...- 
"without thé sections, pallavi, anupallavi and charana. There ` 
are no sangatis or variations and the flow of music is ` 
natural Neither intricate combinations nor terse sancharas 
are found in its music. The raga "svarūpa is well brought out 
in each case. For each note of the dhatu, there is usually a 
syllable in the sāhitya. The theme of the sāhitya is praise of 
God. (Gitas in praise of musical luminaries and Acharyasalso ` 
exist: for Ex. the sapta tala gita in Nata raga beginning with 
the words: Gana vidya Dhurandhara in praise of Venkata” 
-subbayya, by Paidāla Gurumurti Sastri). Sometimes meaning?” 
less phrases like a tya, ti iya, a iyam, va iya, ete, called 
matrka syllables are found interspersed in it. These quaint 
syllabus called gitalankaéra phrases lend a characteristic 
beauty to the sāhitya of gītas. They are introduced for 
| ornamentation only The gita is sung without repetition 
| ç from beginning to end. Some gitas have two seetions: 
(khandikas) and some three. Some gitas are concluded by 
repeating a portion of the opening part. Gītas are ae, — 
medium tempo. S 





There are instances of famous sanskrit slokas whieh 
have been cleverly introduced as sahityas for sanchari 
gitas. The Bhairavi gita, Sri Ramachandra and the 
Nata gita, Amari kabari are wellknown examples. 






'* Raganga raga lakshana gitas have sections (See Boo 
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“Where are gitas in sanskrit, "bhand?ra and kannada, 


Ku Ji SE learn the gitas after a course in the preliminary 
Svara exercises and alankāras. There are “gitas in all the ` 
pta tālas and their varieties. In tho pre-Tyagaraja period, 


Fanny composers delighted in composing gitas. 
* 
Gitas are of two kinds : — 


x (1) S&mànya gita and (2) Lakshana gita. 


Sāmānya gita is the ordinary gita and is also called by 
other” names as sadharana gita, lakshya gita and 
~ Satichari gita. 


# 


The points of lakshana mentioned above for a, gita hold 

od in the case of the samanya gita. But in a lakshana 

E ita, the sahitya, instead of being praise of God; enumerates 

.* inso many words, the lakshana of the raga in which it is 

composed—giving amongst other details, its varja and vakra 
syaras, graha, nyasa and amsa svaras, its &udava, shādava or ` 

= SE character and lastly its pàrent raga, if it is a janya 

raga lakshana gita; and the anya svaras, if any, if it is 

a bhashanga raga lakshana gita. 


— EH 


— * Bhandira Uretrie.m, modās bhash2, Formerly sanskrit 


was used for the sahit ya of musical compositions. Later on, 
handira (a ‘kind of Prekrit) was used. Still later, compositions 
to be written extensively in the vernaculars and the bhandira 
fell into disuse. According to Visvesvara (alias Vagisa) 
e written a treatise on the grammar of this language, 
'handiru is best suited for music, having had its origin in the 
ee nīedley of the lyrical notes that arose hera Krishna 
danced with the flute in Ais hand, in the company ° 

rent countries and tongues, This langüage us 
Berr Gaudi, Maharashtri, 
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There are lakshana gitas for most ofthe curr = 
and for a few obsolete rāgas. Ata time when the act uw. 
printing was not known and copies could not be multiplied ` 
in thousands, lakshana gitas were of great value in helping FI 
students to remember the lakshanas of rāgas. The Raganga — 
raga lakshana gītas are a special class by themselves and are ^ 
referred to in detail in Book ITI. 


In a gita, the number of svaras present in an avarta 
is equal to the number of aksharakālas forming the āvarta— 
the dirgha svara being reckoned as two svaras. This being so ` 
a gita in chaturasra jati dhruva tāla should not be reckoned | 
in the tisra triputa tala, reckoning two svaras for each count; 
and likewise a gita in chaturasra jati rūpaka tala should not 
be reckoned in the tisra jati eka tala, with two svaras for each ` 
count and so on. This will not be in keeping with the. m 


rhythmical construction of the composition, | 


Ze 
Ghana raga gītas are gitas in ghana ragas like Nata, 
Gaula, Arabhi, Srīrāga and Varali. 


Purandara Dāsa's introductory gitas in praise of 
Vignesvara, Mahesvara and Vishnu are sometimes refemped 
to collectively as Pillari gitas. The significant Introdué- 
tion of the vowels: «,du,e and o in the very first gita D 
is noteworthy and testifies to the genius of the composer. ^ 


`” Paidála Gurumurti Sastri was a prolific composer of 
gitas after Purāndāra Dasa. He is referred to as Veyi gita 
(1000. gitas) Paidala Gurumürti Sāstri. After him no 
noteworthy composer has attempted sanehāri gītas Rama. _ 
matya the author of Syaramela KolànidA: also. wrote many. 
gitas Govinda Likshitar and "Venkatāmakhi ied 
Wa "a lakshana gitas. 


Ea 9 e A 
€ Fi 40 P. 
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PE UN gata is a miniature rāgamālika after the 
model of a gita. ë 
"Gita prabandha is a gita composition, containing in 

* it the features of a prabandha 
A Chitta tanas 

Chitta tanas (called Katakam by ancient writers) arc 
get exercises for the vīna and are intended to enable the 
students of this instrument to acquire better technique in 
playing. This is strictly speaking an instrumental form, 
"There are chitta tanas for many current ragas. 


* 


TM -Katakam. is also the name given to a dictionary of 
Tagas; for ex. the Vyasa Katakam: 


\ Suladi 


ae - Suladi (from sūda, a desya word for gita) is a compo- 
* pre. very much like the gita in musical structure and 
‘Arrangement. It is a tālamālika, the sections being in 
Eer "tālas: Sūlādis are illustrrtive of the stladi talas 
_ and are of a higher standard than the gitas. The sahitya ` 
ER syllables are fewer than in gitas and are characterised by a 
- profusion of vowel extensions. The sahitya is dévotional 
ce the. gita, süladis are composed in ,different tempos 
ri madhya and druta. Sūlādis. are the counter- 
E? of the lo Talarnavam and Paoa tālesvaram: 
> Purandara, Dāsa has composed many sūlādis. YA 





Ee 














Svarajati 






atis are pleasing melodies. 
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charanas—the charanas being set in different dhātus. | 
Sometimes the antpallavi is dispensed with. The theme 
of the sahitya may be either devotional, heroie or amorous. 
It may be an invocation to some favourite Deity or may 
relate to the glorious and valorous deeds of some hero, 
In a few svarajatis, solfa syllables and rhythmical ^ syllables. ` 
are introduced. 5 





Syāmā Sastri, Adiyappiah, Svati "Tirunāl, Sobhanadri, 
Merattūr Venkatarama Sastri, Walajapet Krishnaswamy ` 
Bhēgavatar and Chinni Krishna Dasa have composed ` 
beautiful svarajatis. dU Eug 

Jatisvaram 





Jatisvaram is a composition very much like the avara- 
jati in point of musical structure, but has no sahitya and the 
piece is sung with the solfa syllables. It is a composition 
belonging to the realm of dance music. The piece in Bilahari ` 
raga S,r GP DSN Dis a splendid example of this typa 
of composition. The Sahitya “Rare Venu gopabala’ is a. 
later composition, tacked on to the piece by some- ` 
obscure composer. Some jatisvara compositions are mould- 
ed on the patterns of jati passages. 

In some Jatisvaras, the muktayi svaras: consist of "half. 
āvarta svara and half-avarta jatis. Ponnayys,-Vadivelu ana 
"> Sivānandam have composed jatisvaras of this type. 3 
This solfeggio composition is also known as” swara 
pallavi, ` : 

: Rāgamālika . Jatisvaras also exist. H. H. Svati Tirunal 
has ele some good compositions belonging to this type. - 


S bt 
Siraja adiens be composed" in ehauka É 
A iow tempo) in madhy nakala (medium tempo) ` 








CHAPTER IV: 
ALANKARAS. 
Lesson 1. 
k 1 ^h ^ Dhruva tāla—Tisra jati (Mani tala) I, 
>> Total Aksharakala:—1, O 1, 1, : 2+2+3+3=11, 





| | 

Bo c l 5 
: D TM Tug r s m i smp 
r m gmp mpd 
g P mpd pdn 
m d ^pdn d ns 
sd nd p d pm 

n p d p m pmg 

d m p mg mgr 
pgo mgr g rs 





SC Gent Dhruva tala—Chaturasra jati (Srikara tāla) 1, 
“Total Aksbarakāla —1, O 1, 1, : 4+24+4+4=14, 
asc ov (See Book 1 p. 55) 
d — Dhrava tala—Khanda jati (Pramana tala) Sp 
» Total Aksharakāla :— 1, O 1, I; : 5+9+4+5=17.. 


Os ig 1 DAI 








g srgmg srgmp- 
m .rgmpm rgmpd 
P —szmpdp gmpdn 
d. mpdnd:'mpdns 
d : wee 
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4 ` Dhruva tala —Misra jati (Purna tāla) T, 

Total Aksharakāla:—1. O 1, 1; : 7 F2 - 7-7 —23. 
[7 | La 
srgmpdp mg srgmpmg srgmpdë 
rgmpdnd pm rgmpdpm rgmpdns 











|7 O 





sndpmgm pd sndpmp d sndpmgr 
ndpmgrg mp ndpmgmp ndpmgrs 
5. Dhruva tala—Sankirna jati (Bhuvana tala) 1, 

Total Aksharakala:—1, O 1,.1, : 9+25+9+9=29. 








e N l 3. 

5. | O n rr 

Mec ES SSS E Í ES 

SRGmpd pm SRGmpm SRGmpd 
RGMpdn dp RGMpdp RGMpdn 
GMP dns nd GMPdnd GMPdns 
SNDpmsz m p SNDpmp SNDpmg 
NDPmgr gm NDPmgm NDPmgr 
DPMsers rg DPMerg DPMgrs 


E 








Lesson 2. : = 
6. Matyas tàla—Tisra jati (Sara tāla) II, 
_ Total Aksharakala :—1, O 1, : 8+2+3=8. 





[3 | O | |3 
srg sr g mp E 
rgm Eg mpd 
gmp gm pdn, 
á 
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[3 O Fs 

m pd m p dns 

Š $n d s n dpm 
m ndp n d pmg 
dpm d p megr 

p mg pm gr s 

7. Matya tāla Ohaturasra ue (Sama t&la) II, 

Total Aksharakala:—1, O 1, =4+2+4=10. 

(See Book I p. 56) 
8. Matya tàla—Khanda jati (Udaya tāla) II, 
Total Aksharakala:—1, O 1, : 54+2+5=12. 

-Ts O | |5 
srgmeg rg srgmp 
rgmpm gm rampad 
gmpdp m p gmpdn 
mpdnd p d mpdns 
sndpd n d - sndpm 

| ndpmp Pon S ndpmg 
dpmgm pm dpmgr 
_Pmgrg ` m g p mgrs 

9 Matya tala—Misra jati (Udirna tala) II, 
"Total Aksharakala:— 1, O 1,: 7+2+7=16 4 


|7 


rgmpdnd 





PATENS 


O 





[7 





srgmpdn 
rgmpdns 





sndpmgr 
_ndpmgrs 
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10. — Matya tala—Sankirna jati (Rava tāla) IT, 
Total Aksharakāla:— 1, O L, : 9+2+9=20. 

















[9 | O [9 
SRGmpm, dp SRGmpd 
RGMpdp nd RGMpdn 
GMPdnd 8n GMPdns 
SNDpmp gm SNDpmg 
NDPmgm rg NDPmegr 
DPMerg sr DPMers 

Lessen 3. 


11. Rīlpaka tāla—Tisra jati (Chakra tāla) IIT, 
Total Aksharakàla :—O 1, : 2+3=5.» 











O [3 
sr gmp 
r g mpd 
gm pdn 
mp : dns 
sn : dpm 
nd pmg 
dp : mgr 
pm grs 


19. Rūpaka tāla—Chaturasra jati (Patti tala) TIT, 
Total Aksharakala:— O 1, : 2+4=6. 
(Sae Book 1 p. 56) 1 


1 


LL 


> 
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13.  Rüpaka tāla—Khanda jati (Raja tale) III, 
Total Aksharakala:— O 1, : 2+5=7. 











O l5 

sr srgmp 

rg rgmpd 

gm ‘gmpdn 

mp mpdns 

sn sndpm ` 
nd ndpmg 

dp: dpmgr 

pm pmgrs 


14. Rūpaka tāla—Misra jāti (Kula tāla) TII, 
Total Aksharakala:— O 1; ; 207-9. 








O | E? 
sr srgmpdn x 
rg rgmpdns 

sn sndpmgr 

nd ndpmgrs 


15. Rüpaka tàla— Sankirna jati (Bindu tala) III, 
Total Aksharakāla:— O 1, : 2--9— 11. 











O Ca 

EE SRGmpd 

EE =. RGMpdn 
Kees gm "»GMPdns 
Rb d sp. su SNDpmg ` 
po vad x^ _NDPmgr 


dp SE SE Be DPMers 
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Lesson 4. 


16277 Kaes tēlā Pirra jāti (Kadamba tāla) IV, 
Total Aksharakāla .— 1, / O:3+1+2=6. 








[3 Uu O 
srg m F 
rgm p D - 
gmp d N 
mpd n S 
snd p, M 
ndp m G 
dpm g R 
p m g r S 


stu J hampa pus aut jati: (Madhura tala) IV, 
Total ‘Akshagakale : — i, V O: 44142=7. 








spa em O 
smgr g M 
rpmg m F. 
gdpm p D 
mndp d i N 
psnd n S 
spdn d P 
nmpd p M 
dgmp m G 
prgm g R 

3 r S 
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18. Jhampa tala—Khanda jati (Chana tala) IV, 
Total Aksharakala:—1, 4 7 O: 5+1+2=8. 





C 
9 


o DS to GG EH vg 


srgmg m 
rgmpm p 
.gmpdp d 
mpdnd n 
sndpd p 
ndpmp m 
dpmgm ; g 
pmgrg r 


19. Jhampa tala—Misra jati (Sura tala) IV, 
Total Aksharakala:—1,  0:7+1+2=10. 


(See Book I p. 57.) 


20. Jhampa tala—Sankirna jati (Kara tala) IV, 
Total Aksharakala:—1,  O:9+1+2=19. 





D = | O 
SRGmpm p D 
RGMpdp d N 
GMPdnd n S 

SNDpmp m G 
ANDE mem. | e R 
5  DPMsrg r gs 






di 
Lesson 5. 
21. Triputa tāla—Tisra jati (Sankha tāla) V, 
Total Aksharakala:—1, O O:3+2+2=7, 
(See Book 1 p. 57) 


29. Triputa tala—Chaturasra jati (Adi tālā) V, 
Total Aksharakala :—1, O O:4+2+2=8 











[4 O x | O 
; smgr str gm 
rpmg rg mp 
gdpm gm pd 
mpdp ‘mp Ñ dn 
psnd : pd ns 
spdn sn dp 
nmpd . nd pm 
dgmp dp mg 
prgm : pm gr 
msrg mg rs 





33. Triputa tala—Khanda jati (Dushkara tāla) V, 
Total Aksharakala:—1, O O. 5+2+2=9, 








WA E -9 
srgmp gm pd 
rgmpd mp dn 
sndpm d p mg | 
ndpmg pm er 2 
dpmgr m g rs 


49 


94. Triputa tāls—Misra jati (Zila tāla) V, ` 
Total Aksharakàla:—1; O O : 7--2--2— tt, 


— nn oÓ0ÓQ "e 








[7 "e O 
Crpandm mp dn 
rgmpdns pd ns 
sndpmgr - pm gr 
ndpmgrs m g rs 





25. Triputa tala—Sankirna jati (Bhoga tāla) V, ` 
Total Aksharakala:— 1, O O : 9+2+2=13. 


; AES 

















[9 | o 29 
SRGmpd mp ; S d n 
RGMpdn pd ns 
SNDpmg pm gr 
NDPmzr img rs 

Lesson 6. ` 


26. Ais tāla—Tisra jati (Gupta tala) VI, 
Total Aksharakala :— 1, 1; O O: 3+342+2= 10. 








[3 ; [3 | o= | O 
po —p 
D D 
N N 
s s 
M M 
G e 
R R 
S duce 
SE 
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27. Ata tāla—Chaturasta jati (Lekha tāla) VI, 
. Total Aksharakāla:— 1, 1, O O:4+t+2+2=12. 








[4 kokā | O O 
srgm stem P P 
rgmp rgmp D D 
gmpd gmpd N. N 
mpdn mpdn S S 
sndp sndp M M 
ndpm ndpm G G 
dpmg dpmg R R 
pmgr pmgr S S 

98 Ata tāla—Khanda jati (Vidala tāla) VI, 


Total Aksharakala:— 1,1, OO : 5+5+24+9=14. 
(See Book I p. 58) 


29. Ata tàla—Misra jati (Zoya tāla) VI, 
Total Aksharakāla 1, 1, O O: 74+7+92+2=18. 





Ke | [7 U O [io 





sRgmpd Srgmpd 





sNdpmg Sndpmg 


N 
rGmpdn Rgmpdn S 
R 
nDpmgr Ndpmzr S 


[um un Z 


w 
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30. Ata tàla— Sankirna jati (DAtra tāla) VI, : m 
Total Aksharakàla:—1, 1, O O: 9--9--24-9— 23, i 


w£ 


|» la ve Es. 


'sRGMpd SrGMpd N 
rGMPdn RgMPdu 5 
R 
S 








sNDPmg SnDPmg 
nDPMgr NdPMgr 


x Lessen 7. 
31. Eka tàla—Tisra jàti 
(Sudha tala) VII, 
Total Aksharakāla:-1,—3. 


` 
U nm 


pdn . 89. Ekatāla—Ghaturasrs jati 
das. “(Mana tāla). VIL, 

sn d Total Aksharskāla: —1, = 4. 
ndo |. (See Book I p. 58) 





S 








45. : š 
33. Eka tāla— Khanda jati 34. Eka tāla—Misra jati 
(Rata tāla) VII, (Raga tāla) VIL 
Total Aksharakāla:—1,=5. Total Āksharakāla:—1,= 7. 
—TTIÇVT EE T 
|; [7 
srgmp srgmpdwm 
rgmpd rgmpdns 
gmpdn snd Pmgr 
mpdns ndpmegrs 


sndpm 
ndpmg 
dpmgr 
Pmgrs 





35. Eka tāla—Sankīrna jati 
: (Vasu tala) VII, 
"Total Aksharakala :— 1, — 9. 











Lesson 8. 
ADDITIONAL ALANKARAS 


Dhruva tala—Khanda jàti 











; Dhruva tāla —Migra jati 














|7 O | [7 
smGmrg s r sgRgsr SR Gm 
rpMpgm rg rmGmrg RGMp 
gdPdmp gm gzpMpegm GMPd 
mnDnpd m p mdPdmp MPDn 
psNsdn pd pnDnpd PDNs 
bp D pea a cd Nau SNDp 
nmPmdp n d ‘npDpnd NDP m 
dgMgpm d p dmPmdp DPMg 
prGrmsg pm pgMgpm PMGr 
msRsgr. mrGrmg MGRs 











 Triputa tala—Misra jati ` ` Ata tāla—Tisra jati 











i mg m g m 
| rpmpgmp rg mp 
g d p d m p d gm. : 
e? undnndn mp 


 pesnsdns | pd 





spádpndp an 





nmpmdpm n d 
dgmgpmg | dn 


prermgr ` pm 





msrsgrs mg 











= CHAPTER V 
SE GITAS 


he four gitas in Mslaheri raga included in Lessons 
: 913 are the compositions of Purandara Disa. < 
n 





Lessen 9. : 
15.  Malahari rāga--Rūpaka tāla Ü ORE: 
Sdpmgrs 
1. (tres Soto SHE AAT eds 
à on OKE? GoM mS atf 
GoM SS ONMS || 

x Risa Sse Kon ABITE "ome San (°°) 
. 3. Ss adargs Gres Sete S Š Sar Sar (°°) 


1. ab emer els esr r aud sor &be»jaursg aflase 
"gëttt er a Serr gyitur ae yur des 
(0 Sedursr ae Narr i 
: 2 pnr Fire Sow ena s alls 8 derus Cs mur 
ya mor (mb) 
& eso ans ës amo ge Gs sēvr Säin 
e Lech) 










Vignesvara gita. 








Jp AN rs dp mp Fr mp d om Pop dpmgrs 
Sri. Gana nā tha| sin dhū. ra var na ka ru na sā gà ra ka ri va da . na 


Sr Ara Sia dha cha . rana ganase . vi ta sid dhi vi nà ya ka te . na mo na mo 


a Sa ka la vi dya. à di pū . ji ta. | ga . rvo , tía ma te . na mo na mo 


PS 6 og tlie rgrs | rmpdmp! dpmgrs 
Lam bo . dura la ku mi ka rā am . bà en ta a ma ra vi nu ta 
Sr mgr) srg r SI 
Lam bo . da rs | la ku mi ka rà | 





| Gānakrama—The three khandikas in the above gita have the same music; at the conelu. i 
: of nnb, the portion marked within brackets (i.e. Lambodara. ` wn should be sung. M 


Wi. qux o 
KS Í dn 





oris kn ar a as T 
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Lesson 10. 
“s e L (srmpdš 
15. Malahari rāga—Rūpaka tāla bt di pss 
l. Kox Rö Sabar GOAT OS zg: 
hoard Nue S55o$o sez || 
9. rte Bossi Sueca SEET (#0) 
S. Sos Hord HoT Stegen: (%0) 
E 55s acr r Gal ar imf mma orem (S. 
IDA TT. Gesten (në T b SID eure saar i 


3. Ganser a Slbanrener deguns senām 
(sr r) 


9. sēzsorn erbei ó rau irem (vēsrr) 


Mahesvara gita. 























Ķ O li |D O l4 O |. | O i 
š . a WA o 1 M ee 
Gë d pm grs|rmnpd m p d r r s d p dp mg rs 
us UR E da gau . . ra | gau . ri . va ra | mandi rā ya | mā, na ma ku ta 
4. he mā ku . .ía sim . hà . sana | vi rips . .ksha | ka ru në ka ra 
: 3. Chan da mà. .mā| man . dā.. kini | mandirà . . ya mà . na ma ku ta. 
Et 5 RER dpmgrs sr Mgr ergo $ < 
E man dà ra ku su mà . ka ra mā ka ran dam . | vai . si tu vail 


Ganakrama.—The above three khandikas have the same music; at the conclusion of 
sni ihe portion marked within brackets [mandara.........vasituva] should be sung. 
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.. Vishnu gita š Lesson 11. 


15. Malahari rāga—Triputa tala, 


d. S308 Ass SOAS SOS SESS 508 sedet 


srmpds 
Sdpmgrs 


S2305 Swa STS Sa Spang rê nist. 


Sods Shire ST DX gsi! 


2. Š Gord eco sto nos gé agin (Krtas) ` 
I. QaG ruit r a Gear Qa ead arate so rib fe 


eT ext rm 


apu sem gros Liršua amam itu Qamr urg 


aniu agnam amem LIT 


[omg a on 


2. L$urēgsr ali ai rru eran SDA GG. U 8G er 








(anfu) 
l3 O OQ Ho co ü 

l d é + dp m p ddp m m P 
ke re ya ni . ra nu | ke re ge cha. Ili 
dds d p mp d dp mgr s 
va ra và pa de da va | ram . ti ka . ni ro 
Fü rene er “sr d o meg rs 
Ha ri ya ka ru nado lā . da  bhà .gya va 
ja p. d S dp ad p mg rs 
| Ha ri sa mar pa ne mà . di ba du ki ro 
h Y P 3 r sr d dp mersi 
(Ha ri ya ka ru na do la . da bha . gya val 
2 dss dp mp did p mm P 
Sri .Pu ran . dara vi tala "rà |^. ye 
La ds d p m p d dp mg rs 
cha ra na kama la vaj no . di ba du ki ro 


Here, repeat the portion within brackets. and conclude. 


04 


Lesson 12. 


El e 


15. Malahari rāga—Triputa tāla. Sdp uis 


Së ierg" IDJO og ga gan 
DAT Soong Dod 8” Dora 5G 
EBDA degt dui S E >= 
Sabo uS nón Si aeo? Twa 
(tox m) 


Dáno sS" sar Sar qüisUncoósc Sar San 
Sow dM Se S6 SBoš HI? fona 
VDSS YS Woa? cute (ssm) 


ugosrur Lin J (asr LIrebsg Quim f) WIT 
Garaišur dovshs: daniar 8) Grr anew 
earen e rsru De Garaa u or 
poc Eege UEC base TTL | 
(vs vsrur) 


À daten uraa TOME kor Quargrusr eror pron 

eu rg en Lieners asi ri äeren TRO 
one tangi die. non ereas g Tmo mg ` 

n n 





Vishnu gita 


EO O Is O O E O O La O t 9 








wed S S |mgrmmP is Ddpm pi dd pm ese 
.Pa du ma nā pha pa ra ma pu ru sha | pa ranjyo . . ti! svarü . Dic. 


*vi du ra van dya | vi ma la cha ri ta | vi ham gà . . di ro . ha na. 





pmpd s d s|r s d dsdp dd pP p m r m m P P 
u da dini và .sa | u ra ga sa ya. na u. nna ton na ta mà hi . ma 


ddp P pm Rmmgr s S sddd p Pp mgrs 


ya du ku lo tta ma | yaj na ra . ksha ka | yaj na si . kshaka| Bà ma na. . ma 


lr s d S Si 

li Pa du ma nā bha || 
—— r rr ar rara 
*The music of this line is the same as that of the previous line E à 





5T 
Lesson 13. 

29.  Suddha sāvēri mga—Triputa tālā. — [37 x UM 
: Bs <s ng gë Sew" S, Dore ijo ; 

FIGS) SÉ pen TT e... Eerst 606980 fo — 

Besar eo SF or S Dore 8530 SF Bē) o 

WII GTO 9...nibsrss 483080 šo H 
YeīGosr ACNE oman Er NTT om erem (b 
srar Been stor UPT y. Gam sar apr 

Life iiL en 

BLIBŪL WEN sro sr Yoram Rem cord arem Sege 
` erer ifla dn Grr a, Gov eur amr uhle anert 








| 5 Qu. O | s O O 
r mr rs d s | S s d p m p 
m nae -. ka ra | vunni bo . la ti 


Dd q s D dp pmr dd .d.p 


sa ka la sās tra pu rà .na dhi . nnam. 


EB dd d p Pp mp dp 





tā la dhi . nnam | tà la pa ri ghatu 
pmr 5r sr | pmp s T s r 
re + re a : j 
ppd pp mr rik E M M 
vata xa RD se . tu va ha 
| d p d Š SI 
| pa ri gha tam nam | e 
jd Repeat here the portion 
rrs d p m p within brackets and 
jata. ju. . ta conclude, 
8 
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Lesson 14. 


GHANARAGA GITAS 


Ambika gita ^  Appayya Dikshitar 
srgmpdns- 
96. Nata rága—Eka tāla : 
$npmrs 


5:58 ge gn CES X šyšo 

tê 5*5. M850 AS dc box zoll 

gut aut ory Gror (pat ágai 

Arf Greg gs» Qaa? sra uero u 





| | 





| a 
EE | | 
sum psen bug m 
& ma ri | ka ba ri | bha ra 
pssn | pnsr | e s Š 
bhra ma rī mu kha rī kru ta m 
pnsr m r sr s s sn 
du . . ri ks to Gotu d "ri tam . 
p namn | sg ša P | m m r sl 


Ga ` nī. cha ra . na |pan . ka jam H 


S ” 


EU. LS GNO 


Lesson 15. 


Sri Rama gita 


S en 


90.  Arabhi raga—Triputa tāla i 
Sndpmgrs 


do 07350) 57 xov 
Di Bo cs” $3552 nee e gäer 
Sew tons GG ÂT TSI Hs Voss 


GrGr whore sēšrr 1G ans Baier 
rraQasrr S ees vun Beis mer Guras Ger 

aS srsGeroys w GrOr Ber rras HS SGOT 
s.. Qu Qu. a. Qu gu 3.. Su Gr Bex mex 


wi rr (Gori H 











SEL «56 | dide dad dy 


a lI ya E E C e 1 ya i ya 
2Hom pde S Š s dd P 
Woo 1 yh re di na ja na man 
PMp mg r r| Here repeat the portion 
: within brackets and 
dā. ru ma. ma va || conclude. 

Lesson 16. 


Lakshmi gita 
ku 4 a 
28. bs raga—Rupaka tāla U F ee 
3 Scheer MSS sis sss s 
Vot-DUmo QUAY IHS Serge’ 
DOG S Mester OC ac (Sw ser 
SEH Bas Dok 2055 sodš$e mae 


S609 ASID BONG |! 


| enr eff ex) Gm HLires eem (15 amGeyr e res 
wr Aru urua res énger 

Ēguvsu alaa Brau Curs eor 
argūfu TASWA emen so sruB 
reader wazaa Zu RU gu l 


° ° 
. 








SH 

Lesson 17. 
* Vishnu Gita 

S Š dm xn. = dns 
65th Melakarta: Kalyani raga Sa hoe tala { S SE 

sndpmgrs, 

E est Dekk VISOR a 
Sarro Se zo" 
SISOS WUDGWS per ss 5% 
Sonso Horos || 


SIDHI Sor EE sfera ORTUS 
eene m 5 BOMVEI BT 

| Gara urugan arsaa ovr EE 
erem ET O5 ELVENE r N 





B4 OO bess O O Lt 0 





ss sndns nd pdpmp|gmppdda 
ka ma la ja . da la |vima la su na ya na | ka ri va ra da ka ru 


dpm pegrs ddd g g G |m P mgrs 
nā.mbudhe... |ka ru na sa ra dhe | ka ma la. 


^R , S ';l|gmpmpdp|n dp dp mp 
“kan ete . | | ke f si na ra kā. | su ra vibhe. dana 


āupbpūda dpmpsgrs ddd g g G 
va ra da ve. la. | su ra puro. ttama ka ru na sa ra dhe 


m P mgrs "UR. S Sk 
ka ma la e kàn, . tà 
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. Lesson 18. 


. 90 Bhairavi rāga—Dhruva tāla . d š 
šndpmgrs 


tos (Seres < 6 Senge tore UOT 


Bring eog tx Kosi NVC ONY SPEA 11 


Lib oco enam élu s om, pem SALTAT 
@ Hënn am sr (ins y coram Fiber (s 
rsru wisa ws So) 5i i 
N.B.—The foreign note chatussruti dhaivata ie shown 
with an asterisk wherever it occurs. 














srl. Ra, ma |chan.dra . Sri ta pa 





* S 
grgmp dns | 


» 
ir Mb ii i daa M M jā u: 


e 
EE U - Lesson 19. 
[Paidale Gurumūrti Sāstri 
` *d e 
20. Anandabhairavi rāga—Dbruva tala} ; g SP HS E za 
. sn"dpmers 
ak | Liao S Tseng PX gtd Syne" Sg xd B Bo : 
Bsāssnēstoss BST" 5708 Sep s AS BH Gans 
eposs Son tre S3823 Hows secu Lager: 
vages Fe ANH BSS Boss ....(% t; Til 


LIT Qi) Lgh raices Sm Gaerenevum Lir Signum 
qurar Ba ugo Ssadsa ands srus 
mirar 5 om" rens Es aerer 
JBalars oi e pen YANGA nēsrr 
BABI st TUTAN AS s side sap 
AsnCagu Šo aie... GO tišG su 














Ra ma | chah. . dra 

s Ef s B N S 

bhà gya rū pā 
s m N S S 


di sa me bhak tim 


G m g rers 
ka mi ta dà . ya ka 

















| 4 | O | J 4 
n S g g m g mdp 
Ra ma ka nta su ra se. 
P M P m gpm 
gi ta 8 mru ta pa . 
s ns g g m pd pm 
& khi la lo ka | van . di ta 
S * d p m m p mg 
& sri ta ja na | man”, 
p n N S p s nn 
ja la ja tā pra bhà . 
P p s ; PE EE 
a di pū ji ta - ma 
|| 
gm pd p m map m 
ni gà ma ve dya la 
$ g g mi p m g r-2 m 
bākā C) 
S n d p m P-m p 
sri š Gu ru | mu 





m g rs 
vya 
gr esr 
. na 
g r sS 
cha ra na 
G m m 
da ra 
va 
d pp m 
]à . ksha 
g rs n 
ya rna 
p rF 
mgr s lI 
.rtel 


Here, repeat the portion within brackets and conclude. 


+: 


MUR NE 
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Lesson 20. 


- > JATISVARAM 
29. Bilahari rāga —Adi tāla. 


des 


srgpds 
(Sndpmgrs ` 
Note --This composition though strictly a jatisvara, is, 
popularly called a svarajati. The sahitya Rāravenu gopā 
bala given here isa later interpolation. Faulty Prosody is 
seen in some parts of this sahitya. : 


sos 
^n. 


TO Bra A^39 wo ordš Sem waster | 
j Së ss ° a 
RĒTA CAU avd seo yes BS eso I 
S Ó te 9 e» 
1. agoe KHgmSodsar Sw bob Sood" dew! 
9. SoS ao RB Bors Sue b 
i cp peut UK we BOSON XBoS H 
3. ooo TSIS Dos eege SKSD 
95677 5850 => OD io ART O6SDĒG SK l 
4. me SKS S MSGS oF HSS odo * 
453 SSS Šī eegen S PID Betor 
BEY Doom "Soff zi SALW Za DE So ` 
DST Show 30:98 Deeg Ur 5I 
5. wr Bede SAVE GUB Seasons” Sage 
EH Dx» DAE per: Berm Bags 
F Reie SUNE SreOPaodertSE BW TGs Soo E” 


Sk JoHo TET Sod HT S S96» H 


H n a 
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Leave 
pagg Ga osm mira) 71 siev SQ or eau sor lH 
Jalia 
mra Cersa au Carrare U 


STTK 


l. wee en elei ani Zetër ab Ganon 
[su sr Qur gir n 


2. eëeiäierugai .. Om Qari purga .. t , 
D CH 
dis prp - egen lier - (PEDIS mr 


[Osage sur i 


3. eng Gear ropa ber (geg Seat LIGA] 
5 DESIT. 
afar sr wider ur (pa rr arsh amps | 


4, gr. BEST rr, tpremm rr, uagpr ma oorr. 
s. n ($e ep F, over 7. Der sanan GeCarrr. 
Cars Ours len Bonus. Gras e» 
let eam 
5. DHANG TT er(ipsYXos. off B ena meore sr ú 


D. mm. SHILA era feet - MIME Qauss (ipeo 
spOsrall Gisa Gvii$ivsr = ifa Gsrar gia’ 

; (erder 
BT WEN Leger Lom qhesf] Lies o).r es asr : 
[ovr Qr @ gu0dvrē sēr 


E 3 RAO natier guri - sri soe Scc ex r Ger esfl N 


4 SE 


TE 





Pallavi 


vu GP B SUN D Bi Ain ñm g rs vr s nd S, 


rà . ra ve nu go pa bà lā rà ji ta sa . dguna ja ya Bu. i 

Anupallavi ; 

S r GPM gPD R,s ND P, m G RI 

sā . ra sāksha ne , ra me mi mà . ru ba ri ko`. rva. le ra H 

Charanas 

g p d x s s S.g g G rr R-p p P mg G-rs Sr s ndi; 

na na vi lu tu ni gar va ma dam chi sa dà na nu ni ye da pai da ya to po du gu ra ll 
mgrg) 

S LB GG; re Po po P pP Bi id p 

nan "oda ao pē 18. , ne, nën, do bo jà là Sno 


Ge s 3$ Sis rs nn dP-p dp mg gR-.gpmg * sr gll 
vin . duri rā sa da ma la ma dito mu da ma la ra ga na ke du rw ga ga di ya ra || 





3. 





le O o 





ppP-rr.Rgpm gG; gpmg'mg rs r g r sS: 
pa lu mā ru nu gara va mu na nin. bilachina ba lu ka vu na 


lu ga ku rā 


c ee mar ee Po dp dr S; i Gp mg 


ka ri va ra da . mari marina . ya dha ra mu gro. lara ka nika ra mu ga Il. 


P mss. D; wer gs P; marg PP P 
rà. nagadhara rā. mu ra ha ra rā, bha va ha ra rā ve 


Ya. 
Mervin q R. i. S rind 83 5. 


1 , magu va nu 1. la la na nu l . soga si ni che ko IA 


G rs RR R;-R’s h DD D: P.m g G G 
ko ri kalim pon dā. dendamu ni ye da, je re nu nin jen 

WAR EE d PIL raq Sima s n d pp g os h di 
da. maru va ku ra. kara mu la che. ma ri ma ri ni nu ga ra na ne da ra || 


l4 ? O O 








*5 D; pd pmgrG G; -pdpm gr G G:.pdp m 
nā. ta la pu la sams gūr chan. sara sata velayan gan . kara mu la 


° g g9rgy ss S S S S;s rG rgP d pD mg r g 
na nu go ni chi tta mu men pim pan . ma ri và teralā nu chu ni vasa mu na 


Dymig r S S.-RendoD D. Gà n DE 


nā sa ka lamu jer pan. mā ru ni ya ni lo mn. sa re.ku ja ya mon 


R; -Srg srēn D;. Pdnpd pm Ged pm gr li 
dan . ni vi tu va la go nu rā. nākidevalayunu rā sa ra gu na nitu | 
— Ts F r rm is 


*The dhātu and mātu of charanas 1 and 5 are later interpolations T 








CHAPTER NI 
ACOUSTICS 


A musical note is produced by a — vibration 
of regular frequency. A complete vibration is a whole to 
and fro movement. Musical notes are measured in terms 
of vibrations per second. The pitch or frequency of a note 
is its number of complete vibrations per second. 


If the frequencies of two notes bear the ratio 2:1, 
the former note will be found to be the octave of the latter. 


In other words, if the pitch of a note, say like the 
madhya sthayi antara gandhara is equal to 300 vibrations 
per second, the pitch of the tara sthayi antara gāndhāra 
will be equal to 600 vibrations per second and so on. 


A $ interval is called a major tone and is a 
Chatussruti interval 


minor tone and is a 


10 
A 9 ” 19 
tisruti interval 
A ss - semi-tone and is a 


. dvisrutt interval 


The chatussruti tishabha is a major tone above the 
2 shadja; the. Aubin gāndhāra īs a minor tone above the 

: (edge rishabha ; $ X ņ=š, Š the suddha madhyama is e 
semi-tone above the antara gàndhàra : $ ixit$. 


The major loup and the minor tone. "affer ri 
YA [e 
ERC ‘called ç comma. dé aere be) Py uH 


EU. Gre a Eo NET 
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TABLE vn 


By: the relative frequencies of the svaras of the 
Sankarábharana and Māyāmālavagaula scales, assuming 
sa=240 vibrations per second. 
—........... 

Relative frequencies of the svaras. 





Name of the raga | 




















Sankarabharana É s 1 | s |3? | Zéi S 2 
240 | 270 | 300 320| 360 | 405 | 450 | 480. 
Mayamalavagaula trīs |7554 3X 2 


| | x 
340 |256 300 390 360 384 450 480 

















The sthayis proceed inthe ratio of 1,2, 4,8 etc. In 
eonsequence, the vibration numbers of the corresponding 
notes of the sthayis also proceed in the same ratio. For 
instance. the vibration numbers of the note g in the 
different sthayis are in the following ratio :— 


- Mandra Madhya Tara Ati.tàra 


sthàyi sthàyi sthayi sthayi 
g g g P 
4 
1 SEL 4 8 
10 ° 8 net 
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Some problems 


Problem 1. The tara sthayi suddha madhyama is equal 
o 640 vibrations per second. What is the frequency of 
mandra sthāyi panchama ? - 


m=640. -. s=640+2=480 
-^ g=240 and s=120 


. p=120 x $= 180 (Answer). 


Problem 2. Two notes have the frequencies 320 and 
480 vibrations per second respectively. Assuming the note 
of the lover pitehfto bē antara gāndhāra, determine the other 
note ? 


Antara gāndhāra= 320 vibrations per second. 
`. ghadja = 320+ $= 320 x $= 256 


Now Aë t$ = kākali nishada (Answer). 





Hormonic Series. 


A harmonic series of notes is a series of notes whose 
vibration numbers progress in the following proportion :— 


123 4 5 6 7 8 9 10 il 19 eie. 





PES 


u 5 
TABLE VHI 







Interva! reduced 








No. Frequency | ipe to 
i | the note. one octave 
ši 240 AB 1 
S 480 4 9 
SECH 720 p $ 
4 | 960 e 2 
5 1200 g š 
° no p : 1 
7 1680 = t 
8 1920 * 2 
ae 3160 | T 1 
Ec 2400 | e t 
EE | 9640 | — t 
ig | - 9880 | p š 





ctt Note:The svaras 8 T e p: with three dots 
- above them, belong to tHe ati ati tara sthayi. 
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If a stretehed string like that of a tambura or a ` 
vina is plucked or bowed, the string vibrates as a whole. 
The amplitude of vibration is greatest at the centre, and 
this part of the string is called the antinode. The tw e 
ends on either side of the vibrating length of the string are ` 
at rest and are called the nodes. A node is a place where E 
ihere is no motion. 







Every performer on a stringed instrument like the 
vina or the violin knows that :— 


1. When he plays on open strings, the entire length | 
of the string vibrates ; xc 


2. When he stops a string by pressing his fingers 
against the finger-board, he makes only a portion of its 
length i.e. the length between the bridge and the finger to 
vibrate ; 


8. With the shortening of this vibrating leni of 
the string, the pitch increases; 


4. With the increase in the tension of the string» 
the pitch increases ; 


5. Thicker strings give notes of lesser pitch. 


These truths are summed up in the following laws 
relating to the transverse vibration of strings :— 


1. The pitch of a string is inversely proportional 
to its length. 


ûn 


2. The pitch of a string is inversely proportional 
- to its thickness. 


3. The pitch of a string is directly proportional to 


p the square root of its tension. 


Thus | in a stringed instrument, the three faetors that 
Mu determine the pitch of. a | note are ma, length ` 





[s 


CHAPTER VII 
TECHNICAL TERMS 


Accidental, the anya svara or the visitiug note in a 
bhashanga raga. 


Adhama vaggeyakara, see under vāggeyakāra. 


Adhara shadja, the shadja svara that is taken as 
the key-note or sruti; tonie note. 


Adi, the name given to the chaturasra jati triputa 
tala; |, O O Avarta = 8 akshorakālas, 


Alapana, exposition of a raga. 


Antinode, the mid-point in the vibrating length of a 
string and at which the amplitude of vibration is maximum. 


Antiphony, slternate singing of solo and chorus; or 
responsive singing of two groups of singers. 


Anupallavi, the second section of a melody in: 
Karnatic music : also see under pallavi. 


Anya svara, visiting note or accidental; tle foreign 


. pote in a bhashanga raga; opposite of svakiya svara. “Anya 


svaras give a flashing E to the melodie beauty of 
. bhashanga ragas. 


Applied music, compositions wherein the music 
serves merely as a vehicle for a specific purpose. The 


sūhitys is an important factor in such compositions; ex’ 
- sacred songs and songs belonging to operas, 


` ` 
£ ` io 
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Asraya raga, the prasiddha raga after which a mela . 
is named. Thus Sankarabharana isthe &sraya raga of thi 
99th mela, Dhira Sankarabharana. | 


* Audava raga, a rāgā wherein only five of the sapta | 
svaras are represented in both the ārohana and avarohana 
i.e., two notes being varja both ways. Ex. Mohana and 
Suddha saveri. : eru. 


Audava.audava raga, same as audava raga. 


i ` 


, Audavasampurna raga, a raga wherein only five. 
of the sapta svaras figure in the ārohana and all the sapta 
svaras find a plece in the avarohana. Hx. Bilahari and 
Arabhi. 

s . Audava.shadava raga, a ràga wherein five of the 
sapta svaras figure in the ārohana and six of tha We 
in the avarohana. Hx Malahari. š TA: 


. Audava, Shadava, Sampurna, terms used to 
_. deseribe tho ārohana and svarohana of ragas; they indicate 
the numberof svaras present in the ascent and descent, 
They respectively indicate the numbers: 5, 6 and 7. U ; 








oo. raga, a raga with an audava 








: havens, the name a to the sankirna jati 
dhruva tāla; |, O |, |» Avarta=29 aksharakalas, 


Bindu, the name given to the sankirna jati rupaka 
tala; O |, Avarta=11 aksharakālas. 


Chakra, the name given to the tisra jàti rüpaka 
tāla; O |, Avarta=5 aksharakalas. 


Chana, the name given to the khanda jati jhampa 
alas” |; xy O Āvarta=8 aksharakalas. 


"Charana, the third section of a melody in Karhātie 
music ; also see under pallavi. 
` Chaturasra, four ` 
s  Chatusvara vakra raga, a vakra raga with four 


/ L4 = 
vakra svaras in both the arobana and avarohana, 


“Chitta tanas, set exercises for developing the finger 
technique in vina play. : 


> Dance form, a composition belonging to the ener? 
of dance music. 


de * Dhatu, (with ) the music of a eomposition as opposed 
to the matu (=) or the words; sahitya or text oí a musical 
“composition. 


Š Dhira, the name given to the sankirna Sati ata tāla 
|» OO Avaria =29 aksharakalas. 
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Drone, a musical instrument that is used for sounding KH 
the key-note or sruti. It is kept sounding throughout. 
a -musical performance. Instead of the drone music, 
giving rise to a feeling of monotony, it makes a most 
pleasing back-ground and greatly enriches the effect. 
Drones like the ektār and ottu give single notes—the . 
ādhāra shadja. These are called monophonous drones But 
the tambura, the best of the sruti vàdyas, is designed to give 
the basic shadja, panchama and the higher shadja, in addition 
to rich harmonies. Drones like the tambura and the sruti-box 
designed to give more than one note at a time are called 
polyphonous drones. Drones of the stringed group are 
played on open strings. 


“e Dvisvara vakra raga, a vakra raga with two vakra 
svāras in both the ārohana and avarohana. 


, Dvisvara varja raga, audava raga. 


Dushkara, the name given to the khanda jāti triputa 
tala; |, O O Avarta=9 aksharakalas. 


> Ekasvara vakra raga, a vakra rags with one 
vakra svara in both the arohana and avarohana. 


+ Ekasvara varja raga, shadava raga. 


Equal temperament, a system of tuning obtaintng 
in key-board iustruments of the piano type. Here the 
_ sth@yi is divided into twelve equal semitones or intervals, 
with the consequence that the frequencies of all the 
Se notes : are o slightly below or above their true ratios. 






rvam, the name for music in ancient works. 


di the science of z music, 
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T" ` . Gandharva veda, the branch of vedic study dealing: 
_ With musie. Itisone of the four upa vedas; the other 
three upa-vedas being Ayurveda, Dhanurveda and Artha: 
sastra. S 


Gandharva vidya, music. 
Gati, the under-lying rhythm of a tāla. ` 


Ghanaraga gita, a gīta in a ghana rāga like, Nāta, 
Gaula, Arabhi or Srirāga. 


Gita, the simplest of the musical forms. It has not got 
the division into pallavi, anupallavi end charana. It may 
however have 2 or 3 sections or khandikas. i 


"Gita prabandha, a prabandha of the gita type. 


Gupta, the name given to the tisra jàti ata tala; 
Ils | O O Avarta- 10 aksharakalas. 


Hindusthani music, the system of music prevailing 
in North India; also see under Indian music. 

Homophony, see under polyphony. 

Indian music, the system of music in vogue in India 
It is one of the oldest systems of music in .the world. 
The bifurcation of Indian music into Karnatic aud 
Hindusthani sub-systems came about 7 centuries ago. 

"Instrumental form, a composition intended for being 
“played on instruments; ex. marches and overtures, 

Interval, the ratio of the frequency of a note to that of 

a lower note. 


, Janaka raga, a raga with a sampiirna, non-vakra 
ārohana and avarohana &nd with svaras which retain their 
x i 


H D ape 
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identical character in both the ascent and descent. Melakarta | 
raga, mela raga, karta raga, sampūrria' raga, fundamental ` 
raga; root-rágà and primary raga are other terms ‘signifying’ 
the same concept. A | 


Janya raga, derivative raga. = i“ 


^ Jati, (29) the nama ;given.to the tāla. solfa syllables: 
taka tari kita naka tatin gina tom; Patam; solkattu 
(Qeresi_@). ģ po 84 RDUM SS 


` Jati, (222) kind. «The term is used with reference 


; tothe laghu.” The five kinds of the laghu are: tisra jati 
B _Jaghu |, chaturasra Sati laghu | khanda jati Taphu doge 
misra jati. laghu- | ; and sankirna jati laghu. | +. 

The term also signifies the ola Indian mode of that name. 


° * dayane, a 5 sss very much like ther svarajati 
in point of musical structure and arrangement | but 
without a sahitya. dt has the” division” into pallavi, : 
anupallavi and charana, The anne i are in dilereni 
dhatus. ; n POE 





as Just intonation. "In the scale of ` "dst intonation, 
the notes that are employed are absolutely true in n deir. 
piteli. Opposite of equal temperament. 





` Kadamba, the name given to. the Déi pe 
:6 aksharakdlgs, Kn 


tala Us cii o Āvarta, 
E Kalpita sangita, uea already compo tim 
Í ed Lege eg or Eum 






LI 
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tiri "the name given to the sankīrna jati jbhmps 
; |, Z O Avarta- 19 akšhārakālas. 
` Karnatic music, the epo of musie prevailing ja 
South India : Bs 
S Kartà raga, sāmē as jabaka raga. ` 
Katakam, a raga bebe containing sss exposition 
of ragas in the form of tānas. ? 
a Khanda, section ; also five ` 
: * Khandika, section of a musical composition.. 


Krama, regular. The terms: krama ` sampurna, 
krama shādava' and krama aūdāvā indicate that the 
ārohana or avarohana signified by them are ` regularly 
ascending and descending ie; take a. non-tortuous course 
m addition to their sampurna, shadava or audava character. 


Kala; the name given to the misra jati mipaka tāla; 
O |, Avarta=9 aksharakālas. 


**ākshāna, the characteristic features; used with 
reference to a raga, tala or musical composition. i 


Lakshana gita, a composition of the. gita type, 
wherein the sahitya instead of being praise. of God, 
euumerates the lakshana of its raga. ` 


D Lakshya, musical compositions current practice. 


akaka tē, the g dis iis. as contrasted with 
the Jekshana gita. ' 


ji qubba: Hs name given SZ the ikriem. jati . ao 
ala |, |, OO Avarta=12 aksharakālēs, ii [e 
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“Lila, the name given to the misra jati triputa tāla; 
|; OO Avarta=11 aksharakālas. 

Loya, the name given to the misra jati ata tāla; 
|: |: O O Avarta=18 aksharakālas 


Madhura, the name given to the chaturasra jati 
jhampa tāla; |, V O Avarta=7 aksharakālas. 


Madhyama vaggeyakara, see under vāggeyakāra. 
Major tone, a chatussruti interval (2). 


Mana, the name given to the chaturasra jāti eka tāla S 
< |, Avarta—4 aksharakālas. 
„. Mani, the name given to the tisra jati dhruva tala 
| „O is |, Āvarta=11 aksharakālas. 


"^ Manodharma sangita, improvised music. 

` Matruka padam, quaint phrases like a tya, ti iya, a 
tyam, và iya, occurring in gitas and which are introduced 
for decorative effects. 

x Matu, the sāhitya or the words of a musical compo” 
sition. 

* Melakarta raga, same as janaka raga. 

"Mela raga, same as melakarta raga. 

Minor tone, a tisruti interval (42). 


` Misra, mixed (misra raga); also seven. 


4 Mudra, the signature of a composer occurring in a 


Musical composition, -a piece of music set to time 


forming to the lakshana of the form to which it 






CH 
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- "Musical form, musical composition. 

Musical instrument, any contrivance, mechanism, 
thing or apparatus capable of producing a musical 
note, 

Musical type, samo as musical form. 


s Nava sandhi talas, nine talas figuring in the 
ritualistic music of temples. 


Node, the two ends of the vibrating length of a string 
at which there is no motion. 


Nyasa svara, a note in a rāga on which phrases can 
legitimately end. 


4 Pallavi, the first section of a melody in Karnātie musio. 
Compositions like the Svarajati, Jatisvara, Varna, Kriti, 
Padam, Javali, and Rāgamālika have the three divisions: 
pallavi, anupallavi and charana. The pallavi is repeated at 
the conclusion of the anupallavi and every charana. 


Patti, the name given to the chaturasra jàti rüpaka 
tala; O |, Avarta=6 aksharakālas. 


Polyphony, a type of music, where several melodies, 
all of equal importance and each having its own individus- 
lity are simultaneously sung. In the Aomophonic type of 
music, which also consists of several melodies, one part 
sustains the melodie interest and the other parts simply 
form an accompaniment. 


Prabandha, a musical composition; also the parti- 
eular type of composition bearing that name. 


Pramana, the name given to the khanda jàti dhruva 
tala |5;O |; ļ 5 Avarta=17 aksharakalas. 
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Pure music, manoüharma sangita ; also compositions 
whose claims to posterity lie in the value of their dhatu. 


- Purna, the name given to the misra jati dhruva 
tāla; |; O jad: Avarta=23 akshara Alas. 


Raga, the name given to the misra jati ēka, tāla; 
|: Avarta=7 aksharakālas ; also melody-type 


* Ragamala gita, a gita in rāgamālika form. 


+ Ragamalika jatisvara, a jatisvara composition in 
the form of a rāgamālika. ; 


Raja, the name given to the khanda jati rüpaka tāla; 
O |; Āvarta=7 aksharakālas. 


Rata; the name given to the khanda jati eka tala; 
] ; Avarta=5 aksharakalas, : 


Rava, the name given to the sankirna jati matya 
tala: |, O |, Avarta=20 aksharakālas. 


» Rhythmical harmony, the cross-rhythmical accom- 
paniment provided by the player of the mridanga or 
other tala vādya to all measured musie in 2 concert; the. 
jatis or tāla. mnemonies played by him emphasize. the 
rhythmical construction and flow of the pieces. ; 


"Sacred form, a composition belonging to the realm 
^ or bie music. : 


Sadharana zita, same as Ster gita. 


. the name ras to the chaturasra kon 
cox mcd eege? RIO EE 









Hh o ` : 


. Ran the nams. of one of the elassical 108 tālas; 
tik: v0 Avarta= 13 netu vei 


Samanya gita, same as sanchari gita. 


Sampurna raga, a raga wherein all the sapta 
Svaras are present in both the ārohana and avarohana 
e.g. Māyāmālavagaula. 


Sampurna.audava raga, a raga with all the sapta 
svaras inthe ārohana and with only five of them in the 
āvarohana. Ex. Garudadhvani and Saramati. 


Sampurna-sampurna raga, same as sampürna raga. 


'. Sampurna-shadava raga, à raga with all the sapta. 
Svaras in the àrohana and with only six of them in the 
avarohana Hx. Bhairavam. 


 Sampurna-svarantara raga, a raga with a sampürna 
&rohana and a svarāntara averohana. 


» Sanchara, combination, prayoga, pidippu (Sip Gu), 
also & short exposition of a rāga 


‘ Sanchari, a short exposition of a raga in solfeggio 
and set to time. 


Sanchar gita, the ordinary gita, wherein the theme , 
of the sahitya is praise of God Also called samanya gita 
and-lakshya gita. , 

Sankha, the name given to the tisra jati triputa tala 5 
1s 9 O Avarta=7 aksharakalas. 


sx Sankirna, mixed (Sankirna raga). Also nine. 
uou > > 
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Sara, the name given to the tista jati matya tāla; 
kOl: Avarta=8 aksharakālas, 


Secular form, composition of a non-religious 
character; ex. jāvalis and martial songs. 
Semi-tone, a dvisruti interval (1$). 


s Shadava-audava raga, a raga wherein six of the 
sapta svaras are present in the Arohana and only five of 
them are present in the avarohana. Ex. Nātakuranji. ^ 


« Shadava raga, araga wherein only six of the sapta 
Bvaras are represented in both the arohana and avarohana 
ie. one note is varja both ways. Ex. Sriranjani 
Malayamarutam. : 


* Shadava-sampurna raga, a raga with six of the 
sapta svaras in the ārodana and with all the apie svaras 
inthe avarohana. Ex. Kambhoji. : 


` Shadava-shadava raga, same as shādava raga. 


= Sha ava-svarantara raga, a raga with à shádava 
ārohana and a svarāntara avarohana, 


< Slur, a curved line placed above a series of svaras. 
“to indicate that the notes are to be played Nee as a 
- sing continuous Ger 





| ikara, the name given to the GE jati ES | 
10 lu d +. "Āvarta=14 aksharakalas- - 









the nam > given to ike tira jati as is 
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a Suladi, a musical form of the talamalika type. 


Sura, the name given to the misra jàti jhampa tāla ; 
Lh vw O Avarta— 10 aksharakālas, 


° Svakiya svara, In  bhāshānga raga, both the komala 
and tivra variet es of a noie or notes occur. That note 
which belongs to the parent scale is called the svakiya 
svara and the note which is foreign to the parent scale and 

: which comes oceasionally for enriching the melodie beauty 
of the raga is called the anya svara. — 


* Svarajati, a composition with the divisions, pallavi, 
anupallavi and charana—the charanas being set in different 
dhatus. 

>” Svarantara - audava raga, a raga with a svaránfara 
&rohana and an audava avarohana. 


= Svarantara raga, & raga with four notes only in 
both the arohana and avarohana. 


* Svarantara - sampurna raga, a raga with o svarān- 
tara arohane and a sampurna avarohana Ex. Vivardhani. ë 


- Svarantara - shadava raga, a raga with a svarāntafa 
ārohana and a shadava avarohana. Ex. Navarasakannada. 


* Svarantara- Svarantara raga, same as svarantara 
rāga. D | 

+ Svara pallavi, same as jatisvara. Also a solfeggio 
Pallavi (i.e. a Pallavi theme sung with svaras alone) to whieh 


kalpana svaras are sung or performed. 


Svara sthana, literally position of the note. In 


stringed instruments with plain finger-boards, the term 
J ^ 


. » 
= . 
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indicates the geometrical point on the string, which when 

touched by the finger, sounds the particular note Svara- 
sth@na‘is also a region comprising a certain number of 
srutis of minute intervals, which for the practical purposes 
of raga formation is treated as a unit. The sthayi consists 
"of 12 svarasthānas and the 22 srutis are distributed amongst 


them. 

| Svarupa, form or individuality ; raga svarupa means 
the melodic entity of the raga. 

ı That, the name for a janaka raga in’ Hindusthāni 
music. 
Ze Tisra, three. The terms, Tīsra, Chaturasra, Khanda, 
Misra.and Sankirna respectively denote the numerals 3, 4, 


5, 7 and 9. These are used to denote the laghu jāti and the 
tala gati (the sub-rhythm oí a time-measure) . 


x Trausilient scale, varja raga. 


t Trikala, the three degrees of speed— prathama, dvitiya 
and tritiya ; or vilambita, madhya and druta, 


< Trisvara vakra. raga, a vakra rāga with. three 
vakra svaras either in the arohana or avarohana or both. 
4 Trisvara varja raga, a svarantara raga. 


e Ubhaya vakra rēga, a raga whose àrohana and : 
; avürohsna are vakra. 

| | 1 Übhaya varja raga, a raga which has varja svaras 
e dii both the ārohana and avarohana, ~ 


Udaya, the name given to the khanda i RAE tala ; 
dud Fer 12 aksharakalas. ni pe 
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... Udirna, the name given to the misra jati matym-tāla; 
|: O |, Avarta=16 aksharakālas. 


è Upanga raga, à derivative raga which takes” only 
‘the notes figuring in its janaka raga. 


Uttama vaggeyakara, see under vàggeyakàrsa. . 


Vaggeyakara, composer; dhātu-mātukāra i.e, one 
who is the author of both'tbo music and the sahitya of 8 
musieal composition. Even the composers of compositions 
like the jatisvaras which admit of dhātu alone may, by 
courtesy be galled vāggeyakāras, 


"An uttadīā Wiezeyakara is one who is the: author 
of both the musie and the sāhitya of a musical: eomposition. 

A madhyama vaggeyakara is one who is the author 
of the music alone and has appropriated the sahitya of another 
eomposer in his composition. 


An adhama vaggeyakara is one who appropriates 
the music or dhatu of another composer and inserts his 
own sāhitya 


Thus the prominence given to sangita Mn au is 
elearly evident in this concept. 


< Vakra, irregular. Tht terms: vakra sampurna, 
vakra shadava and vakra audava indicate that the 
ārohana or avarohana signified by them, take a tortuous 
course in addition to their sampürna, shādava or audava 
haracter. 


` Vakra raga, a raga whose àrohana or avarohana or 
both, take a zig-zag, crooked or tortuous. course: Ex. 
Anandabhairayi, Brīrāga and Sahāna, 


99 


* Vakrantya svara, the note in a vakra raga. at which 
the vakratva ends and the prior course is resumed. 


; Vakra sampurna raga, a vakra raga wherein all 
the seven svaras are present in both the arohana and 
-avarochana, Ex. Sahāna. : 





in Vakra sanchara, a musical phrase esquina vakr 
avara combinations: 


a Vakra svara, the note in the àrohana or avarohana 
of a vakra raga at which a change in the course takes place? 
t.e., the note at which there is an interruption or hreak in 
the repular course of the ārohana or avarohana. The G 
eourse is resumed from the vakrantya svara. 


Vakratva, tortuousness. 
» Varja raga, a raga wherein one, two or three svaras 
are absent either in the ārohana or avarohana or both. 


D Varja svara, the eschewed note in a raga; ex. pan- 
chama is the varja svara in Sriranjani. 


* Varjatva, deletion or elimination of notes. 


Vasu, the name given to the sankirna jati eka tāla; | , 
Āvarta= =9 aksharakālas. * 


VE Vidola, the name given to the khanda jati Ata tala; 
q 5 la O O Āvarta= 14 aksharakālas. 


te iS 


š Vieranti, period of rest or silence in a musioni 
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x QUESTIONS 
Technical terms :— 


1, Explain the following terms:— 
Just intonation, Equal temperament, Polyphony, 
Anyasvara, Dhatu, Main, Varja. raga, Svakiya 
svara, Vakratva. 


9. (a) Define musical instrument. Explain if the 


„ following are musical instruments :— 


(i) Police-man’s whizzle. 
(ii) Horn of a motor-car. 
(iii) Church bells and temple bells. 


(b) What is a drone? Give some examples. 


. 8. Whatdo you mean by the term foreign mote or 
- accidental. How are accidentals denoted in a musical 
composition ? 


4, Explain the use of vowel extensions in the sahitya 
of a musical composition. 
Raga :— 
5. Define raga and raga ālāpana. 
6. (a) Distinguish between :— 
(i) Janaka rāga and janya raga. 
(ii) Upanga raga and bhāshānga raga. 
(iH) Vākra raga and non-vakra raga. 
(iv) Vakra svars and vakrāntya svara. 
Give same instances for each of the above. 
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(b) Explain the terms: sampūrna, shadava and 
audava. 


“7. Give two ‘examples for each of the following dem 


(i) Audava raga. (ii) Audava-sampurna raga. 
(iii) Nishada varja raga. (iv) Ubhaya varja raga. 
(v) Ubhaya vakra raga. 


8. (a) Give the ārohana and avarohana and the parent 
ragas of the following janya rīgas :— 


Malahari; Arabhi, Mohana,  , 
Suddhasāveri. 


(b) Point out the anya svaras occurring in the 
following bhāshānga rāgas :— 
Bhairavi, Bilahari. 


9.. Classify the varja rāgas and- vakra ragas; 


10. What is the principle underlying the scheme of the 
72 melakarta rāgas? ; i 


"1% Give short phrases of your own in the following. 
ragas:—Mohana, Bhairavi, Kalyani, Bilahari. 


ay 


12. Write the ārohana and avarohana of a shādava- 
shādava raga with the last note of the purvanga deleted 
Assuming that the raga is a janya of the 16th mela, mention 
the svaras taken uh the ae 


gadi :— 
« Explain briefly the scheme of t the 35 tàlas. 


U 1) Weqe mana sls whose. total akshara- 






Oe 


15. 
16. 


17. 
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( i) 14 units of time. 
(ii) 12 units of time. 
(iii) 10 units of time. 
(iv) 7 units of time. 


(b) Explain how tālas whose āvartas are equal. 


in point of duration can yet differ from each 


other. £g 
What do you mean by presumptions in talas ? 


(a) Which of the seven main tālas has :— 


(i) The largest number of laghus. 
(ii) Two drutams. 
(iii) All the three angas» 
(b) Name the tala which has for an &varta :— 
(i) The maximum number of aksharakalas. 
(ii) The minimum number of aksharakālas. 


(a) Which tala excludes the drutam and which 
talas exclude the anudrutam ? 


(b) Is there any tāla whith entirely excludes 


the laghu ? If not, can you assign any reason 
for this? 


18. Explain the law of homogeneity with. reference 


to the laghus in the thirty-five tālas. 


19. Mention two tālas in the 35-group, the sum of 


whose àvartas will be equal to an āvarta of sankirna jati 
ata tala. 


20. Name the tala that has 23 aksharakalas for an 


avara. Suggest a pair of tālas, the sum of whose àvartas 
will be equal to an āvarfa of this tala. 


. © 
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qe 


21, Suggest à pair of tālas the difference of the akshara- 
“kala values of whose āvartas will be equal to an avarta of 
trisra rüpaka. 3 


92. In the scheme of 35 tālas, point out two talas 
wherein the number of aksharakalas for an &varta of one is 
equal to the root of the number of aksharakalas for an avarta 


of the other. 


93. How many aksharakalas are there in an avarta of 
the longest Matya tala and the shortest Jhampa tala. 
> 
24. Two musicians started singing simultaneously two ` 
"different alankāras and they were found to finish simul- 
taneously, although the one sang in prathamakàla and the 
other in dvitiyakala. Assuming that the tālas of both the 
“Singers were in khanda jati, determine the tālas of the two 
" mlankāras. 
| 95. In the 35 tālas, point out the constituent angas ‘ind 
| „the total number of aksharakalas for an «a of the 9th $ 
17th, s ua 81st tālās. 


AS en 36. Mention three tālas whose aksharakālas are 
| together Sawal to an avarta of khanda jati dhruva tala, 


27. Name the tala which has 12 due for an ` 
an āvārta and wherein the beats fall on the first, fifth, “ninth 
š and eleventh aksharas. ` 
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ba | 
š CHO compositions. classified. Stas what ; A 
the peculiar characteristics of the different groups ?. jdm * 





lo EN z -What are the characteristic miu UNS. 4 
Bi Pont. abi the difference between a dis pd Q g 


suain pee esse ie 
` (i) Constituent ngas E iini TORNEO. 
(iii) Musieal structure EU “4 
32. What languages have figured in the sihityas of ` $ 
gitas ? Ilustrate your answer with exemples. ei 
M 33. Distingaish between jatisvara and svarajati. ^ 3 
= ° aa 

: P 34. Give an example for each of the following : Tesla 





(a) A composition not having “divisions =l 
- pallavi, anupallavi and pa a 





A composition with charanas in “different 


ia Messe dhātus: 





(c) A composition with angagijin different tālas. 


A dus Mention the names. of composers et gītas and. 
svarajātis. E 





(i) Node and Antinode. 
(ii) Major tone and Minor tone. 





. (b) Explain what you mean by a seri 
| in the harmonie series. 


» + 
3 











4. Determine the raga of the following passage:— SECH 














E Rupaka tala We 4“ 

F 
"P,mgr gpdsnd S,srs 

S Z, ndPmg rgpmgr | A 

45, Pies for Sight singing :— : "P 

(a) Mohana raga - Rupaka tala X š 

S kap ear tap — ds i psrgpd | 

dis deccda t daddps ara Š 

| Š,sdp [pdergr | G,per |S,dpd | 

: D,dgr D,drs * | D,dsd pr S.l? 

(b) Kalyani raga - Adi tala 4 w 

S ND PMG: G,N,D -MGRe | 

5, N,R, GMDn R,N,D ,MDNs | 

D,N,R,NRGm | G$R,N oni 

E D,G,R, ND mdn R,N,D |,MGRsI 

Ë - PS 


_ 46, „Passage for Musical Dictation. ; 
SE Bhairavi raga - Rupaka tala 


x P, Na P, pmpndp|mgrgmp 

Led P, P mgmpdp mgrS, ^ 

i = P, ind, pmpndp|mpdnš "` 
a e ui 


| 
Ew 


i 5, ndn ° sr S,ndp mers, - 
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system. 4 ens WA isa udi musical entity e itself uii 
sses well-defined characteristios. The ideal E absolute ` 














mus Sic is reached in the concept of raga.” ‘Ragas à are ‘so nian: í 
staiuesvisible, or rather pereeivable by x oq sense. "ei 


„them. Musical gonipositions 
abstract raga. They are so many m r 

"are the mirrors or channels through which: vd. 
„to see the form of the raga.» ' The. beauties u ying 
are very. sübtle and delicate. Whereas “a mi 
ya (à a certairī aspect of - araga, the 
ame raga enables us to: visualize itin it 
ca ly the number of ragas i$ infinite, 









of appropriate svara varnas s that goes to mac. a raga e 
here means the mode of singing gana kriya: Ao 


vm A om get 


PN Ahobala’s Sangita Parijata. SC 





E ES 


A combination of svaras capable. of. pleasing. the ear | 
constitutes araga ` : 








Ut 







Ini Brder io have à: melodic entity, & raga pov at- ch 
least five of the twelve notes of the scale. Even in the ease . 
of those ragas-whieh take only. four notes in the àrohana, - 
 fheavarohana ‘supplies the deficiency by being either audava, 
| oshādava'ot sāmpūrna. ` An audava: raga with both ma and pa - 
É hes sig lack fixity and “will. be somewhat. nebulous in 

racier. Svaras: which aré. eschewed in a raga, if introdu 
w. ēd, dii, sot e its melodie individuality. Such. notes. will 
| Eer (wrong stes): for the Taga and w c 


E, y + * 




























"` Classification. p. 


sabjat x ragā classifention i in en musk n may be be d 








^ 3 
The modern erte of- a raga dates fidi the time 
of Matanga Muni (5th cent A.D.). The classification of ragas 
“into janaka ragas and janya ragas is the most scientific system 
š of raga classification. There are 72 janaka ragas based on the 
_ twelve svarasthānasof the sthayi. The scheme of 72 melakarta ` 
'ragas provides an excellent workable arrangement and itis: 
explained: in. detail in Chap. II Whereas the number of 


janaka Tagas | is fixed, the number of janya ragas is p'setieshiy ë 
; unlimited. à 


SS The dade system of raga Ree need not 
give rise.to the presumption that all janaka ragās are older 
-than jànya ragas. . In fact a good number of these janaka. S 
* ragās” came into existence only during: the modern. period” or - 
Indian musie. Many janya ragag like. Gar, Vasanta and. 
"Nīlāmbari have béen in existence for more: than a thousand 
“years. Tho raga Kathanakutuhalam may be mentioned as an 
example ofa a janya raga,” which. came into existence after the ` 

: scheme of 72 məlakarta8 " was thought of. 


The c bash cud of janya ragas into varja, vokra and 
upanga, bhashanga types has already been referred to. 
(see Book II, = Chapter II). ` These» classifications - are 
however not mutually exclusive. For example, a varja raga 
can be vales. s upanga; “and à varja raga oan be - 
' Likewise: a varja raga can. be non: 
: vakra, and upanga or-  blisshanga. Again there are non-varja, 
4 vakra- ragas of. both. the up&nga. and bhāshānga typos and 

non-varja, ` “non-vakra ragas of the bhāshānga type. The 

table on the next ‘page gives examples i these different 
types of j ae ate = 
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9) Tekonga. syara ° bhīshāngu raga “Le. uu three 


PEE foreign: notes. ` Ei 


, Note. —In (2) add (3), ihe aliya svaras may be taken ‘ag 
ae pertaining to one or two different melas. 


m a bhashanga raga, there need not “necessarily be the” 
trace of a foreign raga. The accidental note is only a 
welcome. visitor and serves to establish the svarupa of the 
raga. The foreign note as a rule should not be unduly 
- emphasised in bhashanga ragas.. The test. for.a bhashanga 
"raga is; that the foreign note should belong to a svarasthana~ 
': not covered by its'parent scale. The mere shade of a. note 


ae from an adjacent svarasthina’ will not miini. 
$ 


. ` For example, ragas like Gaver and.  Begada. id) an 
td interesting. study. in ihis connection. In some specific sancharas. 
therein, some notes are sung slightly flattened or sharpened but 
“not to such an extent as. to be considered. belonging. to the 
: neighbouring svarasthanas.. For example in Sāveri, «in the 
;prayogas $rgrs ad- p dn d p, the. notes: 'g and n are - 
slightly flattened and sung; but they are not so lowered. in 
; pitch ‘as to become sadharana- gāndhāra and. kaisiki nishada, 
Again, in Begada, in the prayoga P;d Wd P ihe kākalī. mis 
slightly flattened and sung; but it does not become actually: 
kaisiki nishida. Such ragas might be called ard ha bhashinga 
(semi. bhāshānga) ragas; In the -Sangita Sdmpradāja 
: Pradarsini even these. ragas, "where only. a Beigbhparing 
srutt is touched aro sot bhashinga ragas. _ » Hebe 





In bbāshārīga. ragas ilio aēcidentals - anally” “figure 

in sancharas. But i in a few cases, the accidental is incorpora- 
_ tedi in the arohaha and avarohana of the raga itself. "That. is 
( -— is T Em even when merely the scale or 





See net: = : ERU. 
DN = , eos e» 





the mürchhana is sung. Āsāveri, Bhairavi, Ananda bhairavi, - 
Mukhāri and Saranga are good examples of this type of 
bhāshānga raga. Thus bhāshānga ragas can be classified. 
into:— : : E eo A 
(1) Where the anya svara is incorporated in the arohana 
and avarohana of the raga. 


(2) Where the anya svara is not. incorporated in the 
ārohana and avarohana of the raga, but oecurs in 
the sancharas of the raga. In this type of 
bhishanga raga, it is possible to establish the melo- 

"*% © dic individuality of the raga without touching ` 
_ phrases pus the foreign note. 


Whereas the ee E use of the anya svara is the 
niatie of the fofmer type - of Bakaga: raga, the optional 
use. <t the anya svàra is the-feature.of the latter type. * Aa 


PM a 


-Fixing Ka ragas for j janya ragas. 


ET be E at this stage to bandas awhile about the 
Sage in fixing. janaka ragas for j janya ragas. All 
janya Tagas must either be upànga or bhāshānga. The 
© following. considerations are taken into account i in | fixing their 


` janaka rages WA AAA va 


x Ta ho cine ot pee n ragas of the diis. 
mipun ie and sampūrnā-shādava 









E SE types, if in each ease, the sapta Svaras are 
found represented i in the arohana and avarohana taken to- 
gether. It is likewise easy to fix the janaka ragas for the 

* panchama-varja shādava-shādava, shadava-audava, audava. 
shādava and audava-audava ragas of the upanga type, provi- 
ded the notes r g m d n aré represented in the ārohana and. 
avarohana taken together. The difficulty arises only in the 
case of those upanga ragas wherein one or two notes are 
completely eliminated i in both the ārohana and avarohana. 


Taking Mohana, for instance, it might be argued that it 
can be taken as a derivative of the Dhira Sankarābharana, 
Vāchaspati and Mecha kalyāni melas also, taking into eonsi- 
deration its svarasthānas. Likewise Sarasāngi, Latāngi and 
Mecha kalyāni might be eited as the other possible janaka 
melas for Hamsadhvani ; and Natabhairavi, Charukesi and 
Harikambhojt as the other possible janaka melas for Madhya- 
māvati. The author of the Sangita kaumudi tried to find 
a solution for this anomaly by enunciating & new rule—that, 
in all such eases the ragas should be allocated to the earliest 
possible mela in the scheme of 72. This theery naturally threw 
overboard all the relevant and important considerations that 
have weighed with the music scholars inthe past in fixing the 
janaka melas for janya ragas. Considerations like:— 


(1) suggēstive affinities to particular melas, 
(2) the bubile srutis figuring in the janya ragas, and 
(3) the history behind the developmént: of the janya ragas ; 


were deemed kall? important- in determining the janaka 
melas. The theory referred to above takes into considera- 
‘ tion only the svarasthanas of a raga. “The author of this 
E theory was naturally led to place Kuntalavarali under Vanas- 


^ 


a aci 
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pati, - Malahari under. nap) Nagasvarivali ` : 
Chakravakam and Madhyamāvati under” Natabhairavi and : 
go on. This method of alloeating janaka melas is merely a 
mechanical and has, not found support. ` "an 


All phashanga ragas were originally of the upanga type. 
«People gradually discovered the enhanced beauty of the ragas | 
when foreign notes were introduced and sung: @ vidvans * 
as well.as the listeners relished the owly acqui- 
esced in them. Bhairavi which was nga raga centuries 
ago, became a bhashanga raga only later on.. Khamās is an 
: Sample ofa janya raga which became bhashanga in very 

recent times. Let it be remembered that Tyagaraja's Khamas 

as seen in his two kritis: Sujanajivana and Sitapate is only 

cc an "Upanga raga. Therefore in bhāshānga ragas, the raga 

` which would have been the janaka raga, in dis prio. upánga 

e condition. is presumed to be the parent mela. even. after the ` 

: change.” -tisfor this reason that Bhairavi and Anandabhai- š 
ravi are regarded as the janyas of Natabhairavi. 


E: 









: In bhāshāngaragas, with 8 few exceptions, the accidental 
. comes a lesser number of times compared to «the -Svakiya ` 
svara: For example, in 4 Kāmbhoji raga piece, it will .be 
found that the kākali nishāda (foreign note) occurs a lesser 
S „number of times compared to the kaisiki nishāda. So we 
` Say that Harikambhoji i is the parent raga of Kāmbhoji on 
“the presumption that the kaisiki nishada is the eront note 
or the svakiya syara: | Likewise in Bilahari, the. .kaisiki 
5 via occurs a lesser number of times, compared ` with the : 
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tely. The aceidentals are later additions. Even 
thog ough these accidentals occur a greater number of times 


į eompared to the svakiya svaras, still they are regarded as- 


“anya svarus only. Ananda bhairavi isa good instance in 
point. In this raga, the accidental (chatusruti dhaivata) ` 
^ oceürs more frequently than the suddha dhaivata ; still the 


E 


ragā iš presumed | to be a derivative of N ata bhairavi i only. 


Bhāshī unga ragas are a natural growth. fe works 
they are referred to as desanga ragas. s 
The present meaning associated with ihe ieri Bagage 
raga is not more than three centuries old. In earlier times it 
connoted quite a different thing. It was regarded by some as 
a raga of provincial origin; thus, Saurāshtra, Malavi and Surati 
„were thought of as bhāshanga ragas. In the same man- 
. ner the present meanings associated with the terms, raganga 
raga and upanga raga are a later development. They had 
different meanings in earlier times. 

Usually in bhashanga ragas, the svakiya svara and the 
anya svara can be sounded in all the three oetaves. But 
Punnagavarali furnishes a remarkable example of a bhāshānga 
raga wherein the svakiya svara oceurs in the madhya sthāyi 
andthe anya svara in the mandra sthiyi. 


The term kriyānga raga does notdenote any particular 
type of raga in modern music. Different scholars in the past 
held different" views regarding the, exact connotation of 
this ` term. The Sangtta darpana of Damodara Misra 
mentions that kriyanga ragas were those that infused 
enthusiasm i in us. Others held that they Were ragas whose 
individualities were revealed ,by particular kriyas or 
sanchāras. Some held the view that: kriyanga ragas were the 
same as pa Tagas} and some that they were ERAS J 

2- 
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Yet others thought that they were ragas whose names had ` 


the suffix, kriya ; thus Devakriya, Ramakriya, Gamakakriya 
eic. A few held the view that kriyanga ragas were those 
which took foreign notes. 


E * * = x 4 


In some janya ragas, the seope of development is restrict- 


ed to a limited part of the mandra and madhya sthāyis. 2 


The tara sthāyi shadj& is not touched at all. Such ragas have | 


been classified into :— 


(1) Nishadantya, where the madhya sthàyi nishāda 
.happens to be the highēst note touched ; 


(2) Dhaivatantya, where the madhya sthāyi dhaivata 


happens to be the highest note touched : 
(3) Panchamantya, where the madhya sthayi pan- 
chama happens to be the highest note touched. 
"The table below gives examples for these three different 
types of janya ragas:— 















Table IL 
Type of Wo das E. 
janya raga Name of | Its ārohana . | Its janaka . 
the raga and avarohana mela 
z [srgmpan * 1] 15: Maya- 
vel Nādanāma- 2 | malavagaula 
Sus kriya lnāpmgrsn er 
MEOS Š jsnsrgmpd 99. Dhira- . 
Disnquintes. = $ - sankara-* 
P T. ie dpmgrsns bharana 
= pdnsrgm 99. Dhīra- 
Diele. ZZ "=! d Cie SE 





wk 
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a he Sama gāna scale (m g r s n d p)ofancient SE? 
stands &s an EE of à madhyamantya ragā. . 


; -Janya sampurnas are yet another group of gs 
mes, In such ragas as the name itself indicates all the 
sapta svaras are represented in both the ārohana and avaro-' 
hana. Such ragas differ from their respective janaka ragas 
either by being vakra or bhāshānga, Of by having special 
characteristic prayogas which bring out the svarupa (form) 
of the raga; or, by the compass of its prastāra being limited to 
a defined range. For instance, there is no sanchara for 
Pantuvarali "above the tara sthayi gandhara. Janya sampūr- 
nas, if they are upānga, must necessarily be vakra if 
bhāshānga, they may be vakra or non-vakra. : 


Classification of ragas in general. 


fu addition-to the janaka-janya system, ragas in Mee 
have been classified into — 


„X. Ghana, Naya, Desya. 


A ghana raga is a raga whose characteristic indivi. 
duality is brought about more easily by playing madhya- 
makala or tana (ghanam) in it. In such ragas, the notes may 
be played in & plain and unadorned manner without detriment , 
to raga bhava. 


Es Examples. The traditional five ghana ragas ( ghana 
panchaka): Nata, Gaula, Arabhi, Sriraga and Varali. 


Kedāram, Narayanagaula, Ritigaula, Siranganata and 
Bauli are another series of five ghana ragas and are reforfed 
to as s the duitiya posa pedale 
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In a naya ot rakti raga, the characteristic individuality 
is brought about both hy alapana in "slow tempo and ta ana. : 


Examples. Todi, Bhairavi, Kāmbtoji, aa. : 


In a desya | raga, the au gari. = 
. easily brought about by alapama. . . ^ 


Examples. Kanada,  Hindusthan Kāf,  Jhinjhoti, 
Hindusthān Behāg. 

Sometimes theterm ghana raga is loosely used in the 
sense of a raga affording wide scope for ālīpana. Ragas 


usually resorted to for singing pallavis in concerts are, in 
this sense, referred to as ghuna ragas. . 


Some scholars regard ghana + agas as those which have a 
grand and majestie effect; naya or rakti ragas as those which 
have a soft and soothing effect and desya ragas as those 
which eombine in themselves the effects of both these types 
of ragas: 


It may be of interest to note that in the past, 
vidvāns began their concerts with ihe. singing of ghana 
ragas, followed them up with the rendering of compositions 
and d pallavis i in naya or rakti ragas and closed their concerts 
with some delightful alapanas of desya ragas.. Tana varnas 
ave now usurped the place of the ghana panchakam -at the 
SEENEN of a kandik Programme.’ : 


F Karnataka, pu. : T 


; “Karnataka ragis atē those which aro indigenous to 
; E Indian Music Jike, Bhairavi, | Ananda ee S 
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dis; i tranu are those which came from Waihora Indi& 
er countries and have -become popular in the South. 


ptos ramples." Pharaz, J Eege Khamas and Hindusthan: 
Behāg. 
This is à EE classification and has aequired , 
significance since the time the bifureation into the two 
systems of musie, Karnatie and Hindusthani, took place. 


HI Suddha, Chhayalaga, 3ankirna. 






_ This is an old system of classification and was propound- 
ed before the janaka-janya system eame into vogue. Says 


Matanga: - 
Gewese cire AT 

This sloka is quoted in the Sangita Darpana. 

Suddka ragas were pure ragas and they conformed to 
the prescribed rules. They included within their compass 
the modern melakarta ragas and the janya tagas of the 
upanga type. 

Examples. Māyāmālavagaula, Madhyamāvati, 
Sriranjani, . Mohana, Kalyāni. d 

A Chhāyālaga or Sālanka or Sālaga Taga "was a raga 
which combined in itself the, lakshana. :of another raga by 
taking a foreign note ot by possessing common sancharas. 
That is, the chhaya,ar trace or shade of another raga or the 
colour of another raga, was found in a sālaga raga. 


E samples. Saurishtra, Saranga. 





; r sālaga r raga need not necessarily be a. bhāshānga raga. 
Bilahari ad be cited as an example of a bhāshānga raga of 
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"the non-chhayalaga type and Sourāshtra as an example of a 
bhashanga raga of the chhayalaga type. : 


A sankirna, sankrama or misra ES SCH a wiad raga.. 
Traces of more than ones were discernible in such ragas 
„a large measure on. account of the presence of foreign 
notes or sancharas suggestive of other ragas. Sankirna ragas 
are extreme types of chhayalaga ragas. The chhayas of the 
foreign ragas are very promounced in them. Nevertheless 
sankirna ragas have their own melodic individuality. 

"Examples. Abiri, Ghanta, Manji, Jujavanti. 
There are many folk melodies in misra fagas. ` 


IV. Classification based on ‘Kampita 'svaras. 


- (a) Sarva svara gamaka vaskā ragas are (ion where- 
in all the notes figuring in the raga are subject 
to the kampita gamaka ; e.g. Todi, Mohana and 
. Kalyani. These ragas are also referred: to: ‘as. 
muktānga kamptta ragas. 


(b) Ardha kampita ragas are those wherein some of the 
notes figuring in the raga are subject to: Ki = 
e.g. Kuntalavarali. 


: (c) Kampa vihina ragas are those vineis the notes 
may be played püre i.e. without shake and without 
detriment to raga bhava ; ; eg. dev 


V. | Classification according k Rasa. - - 






E | addition to > the, Taie ragas d gene "ius be 
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AES and N adanamakriya are instances of ragas- ` 
which arouse feelings of sorrow. Atāna, Sama and Sahana - 
"are respectively exemples for raudra, santa and karuna rasas. 
Khamis is a good example of a raga for sringāra (love) rasa. ` 
Some ragas are capable of arousing two or more feelings. 
Even in such enses. it is possible to say which is the primary 
or the dominant rasa of the raga. and which is secondary. 


VI. Classification Bex. crum to the time of singing. 


Lastly ragas in general might be classified according to 
the time of the day or night or seasons during which they 


should bə Sung. Some ragas there are, which may be sung 
at all times. =- 


Examples. Ragas to be sung before sunrise aret, 
"Bhupāla, Revagupti, Malayamaruta and Desākshi.. Bilahari, 
Kedaram and Dhanyasi are morning ragas. Asaveri isa 
forenoon raga; Sriraga and Madhyamavati are midday ragas. 
Vasanta, Nātakuranji and. ?Purvakalyani are evening ragas. 
Chakravaka, Bhairavi, Kambhoji and Arabhi are instances 
of ragas which ean be sung at all times. 


All scholars : are not agreed with regard to the time theory, 
of ragas. The fact that when a king asks for a raga, a vidvan 
can sing if, irrespective of the time or season during which 
dt should be sung, shows that the rule relating to the time 
for singing a mee not a hard and fast one. 


t VIL Mitra ragas. 


* 


i Ragas whose x names possess common endings are called 
mitra | ragas. Excepting this common terminology, there is 
- = éi in-common bajween these ragas. 


` 
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Examples. Ritigaula, Nārāyanagaula, Kedaragaula, 
Chhayagaula, Malavagaula and Kannadagaula ; : 


Also, Natakapriya, Kokilapriya, Bhavapriya, Rama; 
priya, Shanmukhapriya, Rishabhapriya and Basikapriya ; 

Harikambhoji, Yadukulakāmhhcji, Chenchukambhoji, 1 
Gumm&kambhoji, Hamsakambh: ji, Purnakambh: (ji 
Kuntalakambhoji, Sudhakambhopi and  SajjakambA ji ; 


Gundakriya, $ z " Sindhuramakriya, Nadanamakriya, 
Devakriya and E 


Hindolavasanta, Gopikavasanta and Mallikāvašanta ; 


Garudadāvani, NagadAvani, .Hamsadhvani, Kokila- 
dhvani, PikadAvani, Jhankiradhvani and Mayuradāvani ; 
Gambhiranata, Ahirinata Šāranganāta and Chhāyānāta ; 
et Sarasvatimanokari, Devamanokāri, Isamanokāri, Rami- 
manohari, Jayamanokari, Kamalāmanokāri, and Madhava- 
manokari ; 


Punnāgavarali, Pratapavarali, ` Sokavarali, Pantu- 
varali and Kuntalavarali; . 


Jayantasri, Malavasri and | Vijayasri. 


Ragas which ean aptly succeed one another dn a raga 

“malika are also termed mitra ragas. Therefore a raga. which 

will be a mitra raga for a pes raga may turn out a 
cu raga for another. 


i 3 „ 
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CHAPTER II 
THE 72 MELAKARTA RAGAS 
* Scheme of Arrangement 





The characteristic features of a janaka raga, | as pue. 3 
explained are:— i : | 





(1) the sampurna character of its īrohana and avarohana 
Ze, the full complement of the seven notes being represented * 
in both the ascent and the descent. t 


(2) The kromi sampurna character of its arohana and 

` avarohana i e, the ascent and descent being regular and not 

zigzag or vakra; in other words, taking thé àrohana and 

avarohana separately, each svāra letter occurring only once 
and in the krama gati. 


(3). The homogeneous character of the svaras in both 
the ārohana and avarohana; ie., the individual svaras being ` 

“of the same kind in both the ascent and descent. In other 
words, the notes: rt ga ma dha mi are not of one kind 
in the ārohana and of a different kind in the .avarohana. 

' Thus Bhairavi, which takes a krama sampurna arohana and 
avarohana cannot be a melakarta, because it takes one kind 
of dhaivata’ (chatusruti) in the arohana and another kind 
of dhaivata (suddha) in the avarohana. 


"There are 72 janaka ragas and they are TENE 
according to a definite plan. This plan’ of arrangement 
3 iz us to give the svaras taken by every one of the 72 mela 
x Se difficulty. The scheme of 72 er modes is 
` scheme is explained here in. outline. ra fuller know- 


É e of the subject, the reader is referred to the ` Weber Melakarta 
z= em ge 12). Ze Indian Music. Publishing House, 














& ie Cue. d à es ta Ses Ma D 
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KON EE SEH scheme ud is badili on the 
universally recognised twelve semitones of the gamut. The 
fixed notes sa and pa are present in all the 72 karta ragas, 
and serve to givea certain fixity to their melodie ‘character. : 


a= 


E- The ‘ge 


The 72 melakarta ragas are grouped under twelve 
chakras, each chakra comprising within it six mela ragas- 
The scheme ds bifurcated into two halves. In thé first 
half which includes chakras I to VI and melas 1 - 36, the 
suddha madhyama occurs as a constant note, and inthe second ` 
half, which includes chakras VII to XII and melas 37- Ta 
the prati madhyama occurs as a constant „note. For this ` 

_ reason the first six chakras are referred to as the suddha 
madhyama chakras and the second six chakras as the prati 
madhyama chakras. The first half or the suddha madhyama 
half is referred toas the purva group and the second half 
or the prati madhyama half as the uttara group: Every. 
purva melakarta has therefore its corresponding uttara 
melakarta and vice versa. The note ma is thus the bisecting 
point in the Melakarta scheme, the uttara half being a 
duplieate of the purva half, with the prati madhyama in the 
place of the suddha madhyamá. | The names of the twelve 
chakras as well as the serial ‘numbers of the melakartas 
ineluded i in them are given in the table on the next page.” . 


Jt may incidentally be noted that'the. names of the 
chakras are themselves suggestive of their serial numbers. 
Thus indu means moon and there is only one moon; and the 

"name naturally suggests the first chakra. Likewise netra 
means eye and all living beings have two eyes; and the 
name naturally suggests the second chakra; likewise the 


3 a 


~ = 


M 7 * rie 
a? t 2 
T s e x dum ET 


chatur vedas, paneha bania kia five panas’ of QUUM 
shad rutas (six seasons), sapta rixhts, ashta ` “Pasur, ekādasa 
rüdrüs and dvīdasa ülitgas (19 suns according to the 
“purinas) suggest appropriately the serial numbers: iv, v, 


vi, vii) viii, xi and xii. The names ayni and brahma suggest ` 


'* the numbers 3:and 9-respectively, because of the concepts. of 
agni trayam or 3 sacred:fires ( Dakshina, Kio aniya and 
Garhapatya ) and 9 prājāpatis (Brahmas), in our sacred 


literature. Di i or Dik suggests the number ten, because of 5 


the ten directions, north; south, east, west; the four corners : 

. north-east, south-east, north-west and south-west ; and up and 

"down. ë KĀ 
; ->= TABLE IV. 

— The 12 Chakras 


First half comprising the -| Second half comprising the . . 
|. suddha madhyama or the | prati madhyama or the M: 


purvd melakartas (1 - 36). | uttara. inelakartas (37- 72). 


“Number and ` Mela bragad | UNE - Number "and Mela ragas 
mame of the _ included- ~| name of the | included. 
-7 Chakra “in jS <<) GOhakrac 4 nak. ; 




















1... Indu 1-6 37-42 
_HE Net | 4-12 
AL Agni | + 13-18 


: Veda 















Fe Bock seen n that Hm To sa and SE are = se 
the ER amelakartas and also that the suddha madhyama - 
in mela ragas 1 - 36- and the- prati serena. inme ien 
31-732, Ce , the ya 

> š ori 






: ` Within a e initi 
ae pūrvānga ` and the deno 


QUEE the samo, Again, 
within a chakra, the pirvangs: notes remain constant, îe. the” 
rishabha and gāndhāra retain their identical character in all i 
the six mela ragas within the chakra—the change z, 






only in the y dhaivata and nishāda. 
n avery SE the ta T 


“Ast ula raga takes je salaba dha, 








2nd. . $e c siddha dha, k SS 

EE E suliha * dha, kikali ni ^ 

4th as < =~ chatusruti dha, WA 
ER e EECH eliatusruti dha, . 

eth. 4. See? a è shateruti dha, x: 






. The EE a iac i o. occut in cidit 
order as the « dhaivata - nish: ida varieties, but only*change from: ^ 
kra to. halra, instead of fom, mela to mela. La: i the : 












WA hire fakes the š iba ri, E. 

"a e gadhe _ rno dodi dá ga s 

s ú Suddha * ri, antara . “ga 
m Batista ri, sīdhārana ga 

E Ch ytusruti rt, antara "ga 


i rant ` Sen g A 







Cap 






WA on pages 22. and 23 gives the-hames ` "of (KG. 
“Melakarta ragas as ‘also the ott entering into” m 


Y 





Zog : hs ` 
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* Emi e 





Table V. The 72 Melaka 


Purva Melakartas or Suddha Madhyama Melakar tih 

















































, Chakra urvanga Uttaran asij Name of i el 
on E gb sss uiis - andi =e 
xm dha - na 1 Kanakangi x 
ki dha -ni | 2 Ratnāngi . 
Ze ox >| dha-ng | 3 Gui. 
T3 Ge. dhi -m 4 Vanaspati 
Indu = ; 
dhi -nu | 5 Manavati 
ie ey dhu -nu | 6 Tūnarīpi 
VD EM ` dha-na | 7 Senivati 
EE | dha- ni 8 Hanumatodi | 
Ee c om a. | dha -nu 9 Dhenuka |. .. 
io TQ *9* | dhi-ni | 10 *Natakapriya > 
gi D ; “dhi -nu | 1l Kokilapriyā. 
SE | dhu-nu | 12 Rüpavati 
sus Db | dha-na | 13 Gayakapriya ` 
St ae dha-mni | 14 Vakulābharanam 
vāks Th. zu | dha - nu 18 Mayamalava gaula 
E acb tae dhi -ni | 16 Chakrav: cie 
e TM „dht-nu | 17 Suryakintam . 
e a DM UAR) | 18 Hātākāmbari : 
pa E | dha-na |19 A ankāradhvani 
per. dha- ni| 20 Nathabhairavi 
E ri - gi dha -nu | 21. Kīravāni 
` Kharaharapriya 
Gaurimanohari 










K g 
ry 3L dnis 


4 Varunapriya ` 
Māraranjani ` E 
Charukesi 


Sarasāngi 
Harikāmbhoji S 
Senn E 









| 82 Raga vardhani |. 
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Ns of the ie maigai "Utiaranga kana Na sad 
and its number. * | svaras svaras eiser 
. Sālagam 37 | dha-na = SC 
J segs 1e ue 38 | dha-nt VIC 
Jhalavaralp " =- 39 dha-nu | +, pal. i: 
Navanitam == 40 dhi-ni | Tei Kg 
Pavani 41 | dhi-nu | ` bs. 
Raghupriya 49 du i: 
Gavàmbhodhi 43 dhu - na 
Bhavapriya * ogs d*a- mni VIII 
Subh: apantuvarāli. ead dha „rij 
Shadvidha margini 46 | dh’ -ni T S 
Suvarnāngi - 47 dii - nu ea 
Divyamani ` à 48 rihu - nu die 
Dhavalambari nes 49 dha - na 
Nāmanārāyāni -50 dhd -ni IX 
Kàmavardhani - * 51 dha - nu ! 
Ramapriya 10 | dee. nie TOE Brak 
Gamanasrama 53 dhi -nù vei s 
Visvambhari ` 54 dhu - nw 
Syamalingi ` — E dhà - ma 
Shanmukhapriya ` 56 dha - ni x 
Simhendra madhyama 57 dha - nu : 
Hemavati 58 | dhi -ni mee Disi 
Dharmavati 59 | dhi-nu. 
Nitimati 60 1 -dhu-nu 3 
Kāntāmani - 61 dha-na 
Rishabhapriya 62 dha- ni XI 
Latingi 63: | dA^a- nu x 
Vachaspati ` 484 | dli-ni | TH: 9 Rūds: 
Ene „65. | dhi-nu Se 
Chitrambari _ 66 | dhu- nu 
Sucharitra 67 dha - na 
; ciel “68 dha - ni XII 
Dhātuvardhani - 69 - S - nu 
` Nāsikā bhüshani W | eni | ja 
Kosalam v" 71 dhi- nu | Hye 
Rasikapriya 72 | dhu-nu ; 





= 


- melskarta raga are to be dēķetminod; ps 


"in OP u un 


The nomen¢lature given here for. the ` m abun is 
the one in vogue and is found for the first time in 


«Govindacharya's Sangraha chuda mani (18th century). The 


other nomenclature for the 72, which includes asampurna 


Scales, is given in the author's Melakarta J anya raga scheme. 
The syllables, pa qr, sri sit, go Ù, bhu x, ma "t, sha a | 


mnenionieally represent the first, second, third, fourth, fifth 


and sixth melas of each chakra and may- “be styled the mela | 


mnemonies. These syllables by themselves, indieate the 
numbers 1, 2, 3, 4, 5 and 6 accor 
formula (see below). Thus when these S: 
on to the chakra names, we can calcitlate the sert 
of the melas. ` Thus netra- pa, nètra -sr ho netra - go, 
nétra - Dhu, netra- ma» and netra - sha signify, respec- 








and 12. Again agni.go stands for the 3rd mela in the HI 
chakra and is the 15th mela, Miyámilavagaula; bana - bhu 


- stands for the 4th mela in the Y chakra and is the. 98th ` 
mela, Harikambhoji and soon. It may be noted that in the 


“phrases: agni - go and bana-bhu, the chakra mnemonie gives 


; to thas Katapayadi 1 


d numbers - 


“tively the melakartas of serial numbers «8-910, 11 


the clue to the. purvanga Svaras. his the mela mnemonic, to ` 


the uttarānga svaras of the melakarta. 3 


WC Utility of the Melakarta. Steng 
; == The Sen: of the "Scheme lies- in the fact that, oll 


"the serial number of a melakarta adu, one. E readily find 


the svaras taken by vit, Suppose: the. 8 ara "Of the Alth 
: as follows :— 








s=: (a) Insert. the sa, pa and the. po octave sa 
- in mer d places leaving - blank E 
a d Hr the remaining s Svaras ag au M e 


EE D es is 





stie 


š 
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o ECH whether the given namber belongs to the 
purva group or the uttara group. The given 
number 27, belongs to the purva group and is 
therefore a suddha madhyama melakarta. Now 
insert ma in its appropriate place in n the line- as 
follows :— : 


sa : : ma pa : : sa 
(3) Next, in order to determine the notes of the pūr- 
vānga, find out the chakra to which the given 
number belongs. The number 27 belongs to the 
i oth chakra (eomprising melakartas 25-80) and 
5 hence ri (chatusruti rishabha) and gu (antara 
` gündhara) are the notes taken. Now insert ri 
and gu in their proper places thus:— 
3 ga ri. gH - hà .pa š Gees 
(4) Now, to determine the notes of the uttarānga, find 
the rank of the given melakarta within the 
chakra. The number 27 occupies the 3rd rank; 
hence dha (suddha dhaivata) and nu (kakali 
«nishāda ) are the notes taken. Now insert dha 
and nu in the line as follows :— $ 
"Ba ri gu ma pa dha mu. d * 
"Thus the melakarta raga No. 27 takes the notes ;— 
sa rt gu ma pa dha nu or shadja, chatusruti rishabha,’ 
antara gāndhāra, suddhā madhyama, panchama, suddha 
dhaivata and kakali nishida. This is the melakarta raga 
known as pat and its mnemonic phrase will be 
tanah. 
.. In cases SEN the given number belongs to the uttara ` 
- group( niening melakartas 37 - Si subtraet = from. tho 
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given number and the resulting figure gives the number 
the corresponding suddhā madhyama melakarta. Determine 1 
the lakshana of this suddha madhyama melakarta by. adopting | 
the process mentioned &bove; and by substituting prati madh- 
yama for the suddha madhyama, the svaras of the melakarta ` 
_¥aga*of the given number are obtained. 4 


The Several melakartas can «cd be represented by their — 
svara mnemonics; thus, . > 3 SA 
ra gu ma dha nu will signify the Agni-go mela, or 
Māyāmālavagaula ; and 
ri gu mi dhi nu will sīgnify the Kudra-ma mela 
aed or Mechakalyāni and so on. 
e The naming and singing of the note chatusruti rishabha š 
with the. letter ga, in the case of those scales wherein 
- both the suddha rishabha and chatusruti rishabha occur (melas 
1-6. and 37-72) became a musical necessity. Vocalists | 
- and Instrumentalists are alive to the resulting auditory delu- d 
sion. The practice of singing a note belonging to the juris- 
diction of one svara, with the solfa letter of a higher or lower 
svara was in vogüe even before Venkatamakhi'Stime. Th 
practice Tas. been approved as a matter of musical convenience. — 
"The innovation also results in the. partial obliteration of the - 
š ` wiyadi affect. The graced utterance of the eoneerned note 
- reinoves the vivaditva altogether. “The atguments aforesaid ; 
. apply to the pairs (1) sādhārana gā adhār 


buo ua ; (2) suddha Qhaivata: 














for the notes sa sa, ma e pa, ihe notes jaken by one mela are ` 
not repeated i in any of the other five. Each mela has ‘a dis- 
tinet purvanga and uttarānga and the purvānga pattern and the A 
uttarānga pattern of each mela are symmetrical i.e., the cor- 
responding intervals between pairs of notes in the lower and 
upper tetrachords of each of these six melas are the same. p 

“In the melakarta code, the reasons for ignoting the fol- 
lowing svara combinations, - i 

(a) chatusruti ri ahd suddha ^ ga (ri - ga) 

(b) shatsruti ri and suddha ga (rw - ga) 

(e) shatsruti ri and s&dharana | Ja ( ru- gi ) 
are clear. In (a), the notes belong to an identical svarasthana; 
likewise in (c), the notes belong to an identical svarasthana. 
Since, in a scale, the notes ascend by steps, these two combi- 
nations cannot validly come. In (b) the suddha ga is lower 
in pitch, compared to shatsruti z£; and the adoption of such 
a combination will result in alaisi being imported and ` 
go against the concept of regular ascent. 

For the same reason, the following combinations :— 

(a) ehatusruti dha and suddha ni ( dhi - na ) 

(b) shatsruti dha and suddha ni ( dhu : na ) 

~ (o) shatsruti dha and kaisiki nè( dhu- mi ) 

aro ignored in the formulation of the scheme of 72 melakartas. 

It may incidentally - «be noticed that the number 72 is. 
equal to twice the square of six (6 X 6 X 2 = 72). The num- 
ber 32, representing the hon-vivadi malas i is equal to twice the 
square of four (4 X 4 x 2 = 32). 
It is possible to suggest an EE Scheme of” 72 
- melas: based on the self: same twelve notes, but the present ar- 


aus is ilg "and Mum and must Wis undhake, 
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a T gud the Edd twa uu of. ree name | 
ofthe mélakarta, whose serial number is to be. determined. ` 
Ascertain from the above table the numbers under which | 
these tio syllables fall and write down the two numbers i in 
order. Then reverse this number of two. digits and. the 
resulting figure gives the number of the melakarta. 


Example I- < ; 


Suppose the name of the melakarta* whose serial number 
is to be determined is Harikāmbhoji. 


The first two syllables of this raga are ha and rt; 
ha oecurs in column 8 and rúin column 2 ; the resulting 
figure is. therefore 82.. Now reverse this number ; 
the result is 28. The serial number of the Hari- 
kambhojt melakarta is thus 28. 

Example II. 
P in "Suppose the” serial number”of the melakarta, Nama- 
i * mürayani is to be determined :— . Ç 


> % The first two syllables herein are -na and ma and they 
a give the figure 05. By reversing this we get 50. 
50 is thus the serial number of I melakarta, 


Namanarayani. . ee 
EN o0 ç 


Other examples are to be worked out in the same SE 


Where Ban yukk hatas or — colitis figure in 
far katapayadi préfixes, the rule i is, that the. second r the 








Da 31 = - š ak 


` mukhapriya, DHarmavati and Kantamani the correct SS 


numbers are obtained i in this manner. i 
But i in the case of the following melakartas ; one : 


; Divyamani, Viscümbhari, Syamalàngi, Ee? madhyama, 


Chitrambari and Jyotisvarupini, the first component. letter of 
the concerned conjunct consonant has to be taken ( as shown 


„in the following table), in order that the: application of the- 


katapayadi formula ntight give the correct number: 


Thus these mela names constitute an exception to the 
katapayadi rule. 














Name of the EE | N umber. a 
Cha kra vāka = 65 4 i6 o 
Di vya mani 8 4 48 —— 
Vi svam bhari 4 8 54 `” 
Sya. ma Jangi 5 6 55 
Si Ce ndra madhyama 2 ——5 57 ° 
Chi trš mbari ; 6 GES 66 

us. a 6 68 . 


Jyo ti evarupint 








F The pee n prēfixes-arē the key syllables for determi- 
ning the serial numbers of melas. They are also called the 


sankhyāksharas. 
The katapayādi formule doen not apply to e i od 
janya ragas. 


iE oc de K cs b a ` ` 
et ` S Se = E, 


Zë 
Ë 
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À separate nomenelature for the 35 suladi talas, answering 
to the katapayadi formula also exists. The Trisra, Chaturasra, ` 


Khanda, Misra and Sankirna varieties of the Dhruva tala, for 
examples, bear the names : pika, vati, saka, lara and dhara. 


„These names by the application of the katapayadi formula 


yield the numbers 11, 14, 17, 23 and 29 which respectively Pe 
denote the aksharakala value of an āvarta each of the con- ` 
cerned tàlas. a : 
In the Telugu work, Sangita sara sangrahamu of 
Tiruvenkata Kavi, written sometime after the Sangraha 


` chudamant, names answering to the katapayadi formula are 


E 


an 


given for the twenty-four srutis used in an octave thus :— 
yina (1), rama (2), lina (3), ghana (4), mana (5), 
tanu (6), sena (7), dana (8) dhana (9), naya (10), 
paya (11), thaya (19), loka (18), vaya (14), suka (15), 
toya (16), chhaya (17), jaya (18) dheya (19), nara (20), 
kara (21), khara (22), giri(23) and vira (24). Thus the 
name of the sruti itself gives the clue to its pitch and position 
in the octave. ` 





` Historical. 


; As already mentioned there are two nomenclatures for 
ihe 72 melas: (1) the well-known Kanakāngi - Ratnāngi 
nomenclature and (2) the Kanakambari - Phenadyuti nomen- 
elature. The former nomenclature was followed by Tyagaraja 
and other composers. This is the nomenclature figuring in 
the immortal composition “ The 72 Melarāgamālika” of ` 
Maha Vaidyanatha Iyer. The other nomenclature, though 
Popularly known as Venkatamakhi’s, is, as - Subsequent 
researches have shown, not his. In his Chaturdandi Praki- 


gne Ulustrious author merely explains the scheme of 






does not attempt à nomenclature for them. 





t is diei. dāki! that he. should have refrained fromi 
attempting. a nomenelature inasmuch se he visualized 
only the remote possibilities of a good number of his, 
melas. He mentioned the serial numbers in his scheme 
— for the S elli 19 ‘melas of his time. In the raga chapter, 
he has allocated the janaka melas for the various janya ragas. 
" He mentions Ritigaula as a janya of the 20th mela Bhairavi, 
and Kedaragaula as a janya of the 28th mela Kambhoji. 
Venkatamakhi’s mela ames do not have the katapayadi 
prefixes. A good number of his melas are not krama- 
sampurna in the ascent and descent, and some of them like the 
Bhupala mela (8th), are even transilient scales. He merely 
named a mela from a wellknown janya raga derived from it. 
A later scholar taking this clue, enunciated the Kana- 
kambari-Phenadyutt nomenclature for the 72 melas. This 
nomenclature may be styled the earlier Kanakambari 
nomenclature, and is given in the work ^ Sangraha 
Chudamani (18th cent). The author of this nomenclature did 
"not evidently bother about the katapayadi prefixes for the mela 
names. In some cases the mela names themselves, accidentally 
conformed to the katapayadi requirements and gave the 
correct ‘serial numbers. As examples may be mentioned 
Kanakambari (1), Phenadyuti (2), Bhānumati (4), Vira- 
vasantam (24) Raghulila (42) and Simantini (57). There 
are many mela names like Šāme-varāli (3), Todi (8), 
Hejjujj (19), Vasantabhairayi (14), Vegavāhini (16), 
Suddha mālavi (18), Velavali (23), Samantam (30), 
Chhayanata (34), Varali (39), Pantuvarāli (45), Rama- 
kriya (51) and © Simharavam (58), which, by the 
application of the katapayadi formula, will give numbers 
different from those given within brackets against the concern- 
ed melas. Right ` enough, he has re-christened some of 
5 : 





4 





ái e : pos 5; Hn d 


the melas of Venkatamakhi with better and more appropriate ` 
raga names. Thus the Bhupala mela (8), Gaula mela (15) and 
.Ahiri mela (21) were re-named Todi mela, Malavagaula mela 
and Kiranāvali mela. He realized the unwisdom in naming a 
mela after an audava raga like Bhupāla. Bhairavi and 


* Kambhoji however continued as melas in this scheme. 


The Kanakangi - Ratnangi nomenclature then came ` 
info existence. It stuckto the rule that a mela should have a 
krama - sampurna arohana and avarohana and also that each 
svara should retain its identical character in both the ascent 
and descent. This concept of a mela maintains intact the time- 
honoured distinction between a scale and a raga, already rooted 
in the concepts, murchhana and jati; pālai and pan. This 
nomenclature which had the added merit of conforming 
to the katapayadi formula was since accepted by all lakshana- 
karas as sound and has come to stay.. It should be noted 
that Harikāmbhoji mela and *Harikambhoji raga are two 
distinct entities. The former is*the mere bony stuff, while 
the latter is the fullledged raga, shining in all its life, flesh, 
blood and melódie beauty. For the sake of easy reference, 


the Kanakangi - Ratnangi system is referred to. as the 


sampurna mela pūddhati and the Kanakambari - Phenadyuti 
system as the asampurna mela paddhati. 


A later scholar, profiting by the merits of the Kanakangi 
nomenclature, tried to introduce improvements in the earlier 


Kanakambari nomenclature. In order to get the correct serial 


numbers, katapayadi prefixes were introduced for all those 


mela names which needed them. As éxampl 


Vierge ; may be mention- 
ed, Gānasamavarali (3), Janateāi (8), D. luibhi PER 


~- (9), Gegahejjujii (18), Vātivasantabhairavi (14), T'oyave 
ciems ), hairavi (14), Toyavega- 
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: * Bhogachhé bha vanita (34), Sailadesākshi (35), Dhālivarāli (39), 


i Sirena y Kāsirāmakriya (51) and Desisimha- 


ravam (58). Some names of the earlier Kanakambari_ 
nomenclature were substituted by other names, but the fact 
remained that many shadava-sampurna, audava-sampurna and 


- vakra sampurna ragas continued as melas. As examples of : 


„4 


the changed mela names may be mentioned ; 


(12) Rupavati whichewas Raupyanagam in the earlier 

Š Kanakambari - 

: nomenclature. 
(17) Chhāyāvati s Supradipam š 
(20) Nariritigaula _ >, Bhairavi 5 
(28) Harikedāragaula „ Kāmbhoji 3 
(30) Nagabharanam ` ,, Sāmantam 5 
(31) Kalavati a Kalahamsa 5 
(37) Saugandhini » + Salava ü 
(41) „Kumbhini »  Prabhāvati > 
(42) Ravikriya »  Raghulila 4 
(46) Stavarājam » .* Tivravāhini = 
(50) Namadesi = Narmada s J 
(51) Vamsavati >: Vaisakha s 
(56) Chamaram » Trimurti = 
(57) Sumadyuti j: Simantini 5 
(59) Dhàmavati š Dhaumyarāgam - ,, 
(62) Ratipriya 5 Ratnabhanu S 
(63) Gitapriya 5 Gotrari S 
(67) Santanamanjari ` ,, Satyavati ji 
(68) Jyotirāgam » Jyotishmati P 

(71) Kusumakaram x Kusumavali 


n 


It is clear that this later Kanakambari nomenclaturé came 
into existence after the Sangraha Chudamani was written. 
Since neither of the,nomenclatures is referred to in the 


Sangita Saramrita of Tulaja (1736), it is certain that the 


earlier Kanakambari nomenclature was conceived sometime 
_after this work was written. The Sangita Saramrita merely 





gives the names for 21 melas and even these do not bear . 


katapayadi prefixes. 

Curiously enough, the ragas Ritigaula and Kedāragauls, 
which, Venkatamakhi expressly says, are janyas of the Bhai- 
ravi and Kambhoji melas respectively, are promoted to the 
status of melas in the later KanaKambari nomenclature, 
throwing overboard even the author of the earlier Kanakam- 
bari nomenclature. This was evidently done to replace 
bhāshānga ragas by upànga ragas. = 

Excepting the very few krama-sampurna melas, all the 
rest in the Kanakambari nomenclature figure as janya ragas 
under the respective melas in the Kanakangi scheme. 


The lakshana gita in Gundakriya raga, attributed to 
Venkatamakhi, gives the later Kanakambari nomenclature. 
From the fact that it mentions 24 srutis towards the close, it 
is proof positive that the composition is not Venkatamakhi’s. 
Venkatamakhi has emphasised 22 srutis in no uncertain terms. 
lt is true that Subbarama Dikshitar, in his errata to the 
Sangita Sampradaya Pradarsini mentions that chatur- 
vimsati (24) is a misprint for dvāvimsatt. But people 
familiar with printing know that it is too much to take 
this as a printing mistake. It is evidently an after- 
thought of Subbarama Dikshitar, and the correction was 


introduced to credit the authorship of the gita to cecal 
makhi. (See Pradarsini P. 244. ) 


law Ft that the term raganga tgs dē. not used in the 








janya ragas as rāgāngā rīgas. He says that Madhyamāvati ` 
and Dhanyāsi are ragangas born of Srirāga mela. Since this 
gita uses the later Kanakambari nomenclature, it is certain 
that this gita must have been written more than a hundred ` 
years after Venkatamakhi. 


The raganga lakshana gitas based on the later Kanakam- 
bari nomenclature, are therefore not the compositions of 
: Venkatamakhi, Nevertheless, these compositions are of his- 
torical value. The Mayamalavagaula gita Ravikotiteja in 
particular, is found in many early 19th century manuscripts. 


It is interesting to note that even the later Kanakambari 
nomenclature underwent some changes. In the 72 Raganga 
Rāgamālika of Subbarāma Dikshitar and Krishna Kavi (See 
P. 97 Appendix Pradarsini Vol. II) the following changed 
names are seen :— 3 4 

(9) Dhvanibhinnashadjam for Dhunibhinnashadjam, 
(14) Vāyuvasantabhairavi for Vativasantabhairavi. 


(16) Tapovegavāhini . for Toyavegavahini. 
(39) Dhilivarali for Dhālivarāli 
(65) Matikalyāni for Santakalyani 


The weakness of the asampurna mela paddhati lies in the Í 
fact that it rules out the possibilities of sampurna-sampurna 
ragas like Chakravakam, Kharaharapriya and Harikambhoji. 
It will lead to the position that Sriraga being a mela, Khara- 
harapriya has to be regarded as a super mela! Againifa 
mela is to be named after a wellknown janya raga generating 
from it, the problem arises as to whieh janya raga is to be 
preferred, since under each mela, more than one prasiddha 
raga can be thought of. 

Tema be mentioned in passing that the Sangraha Chuda- 
mani mentions the name Narabhairayi for the 20th mela and 





not Nathabhairavi, which is a ER footed. later on. Ae 
the time the Sangraha Chudamant was written, ‘the Kana- 
kāngi-Ratnāngi nomenclature was the one in use, and it 
` has since been accepted as the authoritative nomenelature, in 

spite of a later improved Kanakambari nomenclature. The 
Melādhtkāra Lakshana also mentions the Kanakangi nomen- 


clature. 


Muthuswamy Dikshitar has adopted the later Kanakam- 
bari nomenclature for the most part. The names of some 
mela ragas appear in his compositions without the katapayadi 
prefixes; for example, see his Vina pustaka dhārinim, 
A:Nilakantam bhajeham and Swāminatha, In his composi- 
tions in the 35th, 50th, 55th, 58th. and 68th melas, 
he adopts the names Sulini, Narmada, Sāmalangi, Haimavati 
and Jotishmati ; and not the names Saila desākshi, Nāmadesi, 
Samala, Desi simhāravam and Joti ragam (see Sangita 
Sampradaya Pradarsini Vol. III Pp. 1048, 1111, 1142, 
1151 and 1235. Subbarama Dikshitar’s note that Simantini 
is another name for Sumadyuti, and Hemavati is another 
name for Simhāravim (see ibid pp, 1147 and 1150) are 
noteworthy. In order to strictly conform to the requirements 


‘of the katapayadi formula, the 55th mela was died Simalingi 
instead of  Syamalangi. 


. ` Tn view of the fact that all Sie i in India as well as of 
the west have understood the 72 melas as krama-sampurna 
. Seales, the asanipurna mela paddhati has become a matter of 
; seg local history. The term melakarta implies that itis a 

Or parent for janya ragas and: hence the. asampurna 
E niela padhati claiming a a Kees "SEI Janga ës melas i 15 
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CHAPTER III 
= | RAGA LAKSHANA. ` 


Since the raga system forms the foundation of Indian 
musie, every writer of note from Bharata downwards has paid 
attention to the clear elucidation of this subject. Many 
writers mention ten lakshanas under which the scope of each 
raga was defined and studied. The ten lakshanas enumera- 
ted however, are not, in ll cases identieal. 


Bharata in his Natya Sastra (4th Cent. B.C.) says :— 


si opge) a arsaa A a | 
Sera Aaa wur |i 
(Garms ura, ) 
“Graha, amsa, tara, mandra, nyāsa, apanyasa, alpatya, 
bahutva, shādava and audava are the ten lakshanas of. jātis. 
Jati was the term that was used in early times to denote raga. 


"The word raga comes to be used in the musical sense only in 
the post-Bharata period. Audava is the later form of auduva. 


` The Sangita Ratnākara (13th cent. A.D.) of Sarngadeva 
mentions the following thirteen lakshanas :— 


PENTING AA AAT AT | 

st aaa aga geet GU: lI 

CITI ae suu ag) - 
. atsātgtāā adang N | 


Graha, -amsa, tara, mandra, nyasa, apanyasa, sanyása, 
vinysa bhuta, i ame antara aio shadava and audava, 


> 


D 
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The Sangita Sudha. (17th cent. A.D.) d ‘Raghanatha 
Naik also mentions these thirteen lakshanas :— 








agaa: Sem: maai de weg y 
arad ara zA adsa eed = E: lI 
cames: qua cq Jal ANTIM Javea: AKT |. 
RATRAT APASAT || 

PA ed MSAA: ARJANA: || 


Nenkatamakhi in his Chaturdandi Prakasika says :— 


seis nega a campum) qo | 
sa araa TEA gem WI V 


Graha, amšā, mandra, tāra, nyāsa, apanyasa, sanyāsa, 
vinyasa, bahutva, alpatva. 


Shadava, audava and antara, marga were SN because | 
they became separate types of janya ragas: 


À few of these lakshanas have either become obsolete or 
are of mere academic interest at the present day. Asa result 
of the progress made in music during the recent centuries, we 
are ina position to give à more amplified. and scientific des- 
cription of the ragas and define their ` scope in clearer and 
more accurate terms. An analytical study of all the available 
. Compositions in a raga not only throws & flood of light on the 
"s bee cm of the raga but also helps Ka to fix its tag” seed 








i The lakshana c P raga, x the present day can bo studied Y 
“under the following 1 beads :- — | 
sag 


SCH ne IT a a 
E Si 
E Whether E. or janya. S o 


gs ‘Tf e ‘its Serial number in "the scheme of 
‘72 melakartas, and the number and name of the 


ās to whieh it belongs, as also its mnemonieg. ` 


(2) If tho two tetrachords of the E raga are | 
` symmetrical fs in the case of Māyāmēlavagaula d 
` and Kharaharapriya; or if each note of theraga is 

a samvādi of some other note occurring in the | 


a> Taga, as in the case of Harikāmbhoji. 


(3) If it isa janaka raga  olaiming a large number 
.*»of janya a S 


Za 


Ei Ifitisa janya raga, the name and Serial number. 
m i d tlie melakarta from which it is derived. — 


S S) Diference of opinion if any, concerning "da 
correct janaka mela of the jamya raga and the 
arguments for and against.” 


* 
dcs 


1900 The Arohana and Wow of dba raga and 
„any difference of opinion concerning the same. 


Asarule,in 4 raga, it is the frequently occurring 

phrasés that are codified and presented in its arohana and, 

?  svarohana, , Sometimes an alpa prayoga is incorporated in 
“the àrohana and avarohana of a raga in order to indicate its 
precise janaka mela; examples are Nata and Sriraga. Rare 
sancharas are also- sometimes incorporated in the àrohana 
and avarohana of Tagasi in Order to clearly reveal and establish 


Be QU pie £ 








A raga is said to Së & GE, tric 
-ayarohans,. when the notes that are “present i 
algo: present | in the descent. All mela reng, ` ; 
and'audavā saga, lio, Sriranjani and Mohana may b be cited 
examples. It may he noted that an | audava ` audava raga 
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he. ý ras and the | vakranbya, svatas and” 
the compass of vakratva i in each case. ` Also, if the ragā is an ` 
“ekasvara vakra raga or dvisvara vakra raga or trisvara vakra 
"raga or chatusvara vakra raga. 4 





N. B. — vakra ārohana or avarohana does not neces- 
sarily imply that a svara is repeated in the coursé of its 
progression. For example i in the mune of Katama kutu- 
halam(s r m D n gp 8), there is no repetition, whereas 
in the ārohana.of Anala bhairavi (Ss gr g m ' pd p s), = 
the gāndhāra and panchama repent. ki CUM n 


(18). In the ease of ubhaya * s. ragas, if the number S 
: of vakra. svaras in the arohana and avarohana is ¿equal ` or 
"otherwise. For example, in Nīlīmbari, the arohana and aen. 
rohana hae each one vakra svara ; but in Sahana, the ar chana 
has one vakra svara and the avarohana two vakra svaras. 





o2 Nishādāntja, is v or Panchamāntya. WA 


Wd 5) "Gps or beads. Tf the latter, the Seet 
note or notes met with, andthe = WE wherein. they figures 


Also if it is an ekānya svara bhāshānga faga or dvi- 
anya Svara bhāshānga raga or tri-anya svarā bhishinga Taga; 
` and if the anya svara and the svakīya.svara are of equal status ^ 
and importanee, as in Bhairavi and Athàna. 


A16) Jiva (amsa or Taga cene) SVATAS. 


"There are instances of ragas like Yatdukuhkamhhaji, : 
and Nadanimakriya, which have different jiva svaras in their 
arohana and avarohana. 


` a7) Nyasa svaras. 


“The notes which are > major nyasas and hotēs which Zen 
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minor nyāsas in the raga. Some ragas have Re 1 
for instance, the panchama in Nātakuranji. ; 





(18) The resting notes round walah one can | weave an 


alapana. 


Every note round which an alapana canbe developed 
will be à nyasa svara ; but the converse need not necessarily 
be true. For example, in Athāna, dha is a nyàsa svara hut 

not a note on which one can rest and*weave round an ālāpana. 
The aisiki ni of Anandabhaitavi is another similar case, 
5 Gai in Sankarabharana i is both a nyasa svara and a note round 
` which one can develop an alapana. Resting notes are stable 
. notes and admit of plain utterances. Dg S 





veo pidippus — — iz. - in Dain 
musie, x ; X ow 


"Example. d p. t p Gy Bs Sin Manji 





ei -(20) Seng Eë fie. = Fombinations “not “in 


. accordance with the zag s &robana and” ‘avarohana krama) ` 
. that the raga admits of. E w 


"m every raga, phrases either SC by its arohana 


4 


“and aivarohana or implied in the same, ean validly come. In 
a few ragas, phrases which are not in accordance with the 
pos and avarohana krama come in, to enrich the beauty 
"ofthe raga. ien phrases are knówn as visesha sanoháras, 










ch dis WE cow as E notes and they will. 
ched in passing ; for example the ga in: the phrase 
R of Arabhi. Such notes are alpa svaras and ean. 
neither ` j bo. emphasised nor made nyaan as a rule, 


(23) The janta svara and the datu svara Pao that 
the raga pe of. % 


vs (94) The 5 srutis that sugģest the "melodie j 
entity, individuality and soloux of tHe raga. 


s @5) If there are any phrases, wherein a nite: ocea- . 
badiy deviates form its pitch and is rendered either slightly 
sharp or iat. For example, the notes md and ga in the phrases ; 

D m ¢ S in Todi, and gars in Surati respectively. 


ap ae KA 





« 96) If a sarva "Svara rer "as raga or iaio. 
ES CS 
(27) Kanigita svaras tt the raga and also the intensity, 
compass | and speed of their shake. 


The compass of the shake of sādharana ge, in Srirīga à 
and Anandabhairavi are different. 


. (28)'The. a itio gamakas that bring out the 
Svaru pā of. the raga. 4 


: d s. Thére are E of ragas wherein a note is subject to 

'. oné variety of gamāka in the ürohana and a different variety 
of gamaka in the avarohana ; for example i in Nata raga, the 

E 5 rishabha i in the Side i is subject to nok ku, or stresē'and the. 
S um note i 72 ‘the avarohana i is subject to kampita or shake. 


Pn b 
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(29) Ghana, naya (rakti) or desya raga. 





(30) Suddha, chhayalaga or sankirna raga. 


(31) Within the range of the three KAN the. hi d sti 2d 
-and the lowest notes if any, beyond PES. the raga sanchira 


cannot estend. 4 e 


The idea in preseribing the upper and lower limits in 
the sthayi for some: ragas is to maintain intact their melodte 
individuality. Thisis done to prevent the suggestion of 
other ragas even ina remote manner. The appropriateness of . 
this will be realised from experience. For example Khamis 

; and. Anandabhairavi:which have no sanchara below the mandra 
: sthāyi nishada ; and Sāranga and Pantuvarali which have no 
: sanchira above ins fara sthāyi gāndhāra. 


(32) If the raga is a Karnataka ragā or a Dosya raga 


(33) Major raga ¢ gk a minor raga. x 

A Taga which de of a detailed ālāpana is a 'major 
raga and is useful as a pallavi raga in concerts. As Gaps 
_ of ragas which admit of an extensive and intensive alapana 
may, be mentioned, Todi, Sāveri, Bhairavi, Kambhoji, 
SE and Kalyani. 3 oe 


| 001 Phrasos which hayo to be used EEN p a 








S sadness, courage, Se disgust, sor eg wonders, 
pity, "nich, pathos, anger, heroism, mystery, pleading,repen- , 
tance, tenderness (vatsalya), devotion, loneliness, forest life ` 
(detachment from the crowd), communion with nature iugo 
tranquillity. 

(36) If the raga is an auspicious one and hence useful 
for composing a mancahi i š 

(37) 1f the raga 1s useful for singing eee relating 
to varnana or description. i 


z : For kesah le: Dhanyasi, Lo ME and Bud? are 
useful for varnana. ER 


(38) The curative effects of the raga. 


(39) The extent of its use in the spheres of art music 
and applied music. | 
Ragas of pronouneed rasas like Ahiri are used in. 
operas and ragas like Kedāragaula figure largely in Purana 
patanam and religious discourses. Ragas like Sahāna and 
Nādanāmakriya figure in nāmāvālis. NilambariandAnanda- ` 
bhairavi figure in lullabies, Saindhavi, Punnigavarali, | 


Kuranji and Navaroj figure in marriage Sonus and folk = 


melodies. 

(40) Whether the raga derives its characteristic indivi- 
duality by chauka kala sanchāras or by madhyama kāla 
sanehāras. GH SE 

N. B.—As a= rule, all the ragas admit of both ‘chauka 
kala and madhyama kala sanehāras. But this section is 
intended to cover eases like (1) Arabhi, which shines more by 
ās e kala sanchāras and. o Devagāndhāri which E 








or an apurva du rage. > E 


— 


U _ (49) Closely allied ragas, if any. 





-Bhairavi SCH Manji are closely allies ragas; likewise 
are Darbàr and Nayaki 4. Bilahari and Desakshi ; "Mukhāri 
anā Sālagabhairavi. It must be noted that each PEN of the 
pair, has however a separate melodic individuality.” S 


(44) Its distribution among KAA compositions. 


Fou (45) The iime of the day or night and the senso best 
mes sud singing pes raga. - ido 
e SE ` 


* 


dee ragas are amenable to the time theory. 


a SEO) The Syaras which K. o as appropriato [ 
for commencing melodies in this raga. M 





Such notés are generally a common to bat ine | 
SE and: avarohana. ens E 


É : em If there are finos ie the raga, ide by ‘peste | 











-— 2 Paneha as. Mottakokilm and jJ 
l are all names indicating partioular unes 5 ime 
he practice oi W n 





Ee 


"p 











a Important s ragas if any, that add bs the SE 
the process of modal shift of tonic to this raga. 


ae example, Mohana's ri as 'sa gives Madhyamavati - 


; and its pa as sa gives Suddha saveri and so on. 


149) Qurrent raga or obsolete raga. 

> Rigas like Mohana and Bhairavi are current ragas; 
while, ragas like Kondamalahari and Mukhāripantu were in 
vogue in the 15th. century and are now obsolete. 


(50) Any story, anecdote or gation concerning the 
raga. A i 


id zg example, the adi Nata - antya Surata tradition 


i.e., a concert should be commenced with Nata raga and 


Ë Yenelūded with Surati raga. 


(51). Pictorial representation of the raga, if any, 
The ‘pictures of ragas and raginis communicate in a 
visual manner, the power or the emotional aspects of ragas. 
The svara graph and the svarasthana graph of a raga’s 
arohana and avarohana reveal the contour of the raga and the 
symmetrical or non-symmetrical structure of its arohana and 


avarohana. 


A raga is said to possess a symmetrical arohana and 
avarohana, when the number of svaras present in its ascent 
and descent is- equal. Such ragas have identical svaras in 
the ascent and descent as in Hamsadhvani (s r g pns- 
snpgrs-99) A raga possessing svara symmetry (!.e., 
identical svaras in the ascent and descent) need not e s 


` possess svarasthāna symmetry. Bhairavi for example, has 


svara-symmetry but not svar asthānēSymmetry, since it takes 
chatusruti dha in the ārohana and suddha dha in the avaro- 


hana (also seo item 7 onspage 42 ). 
fa Drs z 
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(52) If the raga and melodies in it can o sung. or- 
played in the madhyama sruti. š 





Ragas like Punnagavarali, Nadanamakriya, Jhanjhuti, . 
Kuranji and Navaroj, wherein the highest note touched is a 
note below the tara shadja, are examples. e 


(53) Tf slokas, padyas and viruttams can be sung in 
ihe raga. š 


S 
(54) If the raga can figure aptly in a series of kalpana 
svaras in the rāgamālika section of a Pallavi. 


(55) If the raga is present in other systems of music, 
including ancient Tamil music; if so, the names by which it is 
known in those systems. 


Abheri for example corresponds to the Bhimpalas of 

Hindusthani music ; Kīravāni corresponds to the harmonic 

. minor scale of European music; the Tamil pan Kausikam 
corresponds to Bhairavi and so on. 


(56) Names of prominent musicians who have made ` 
this raga, the subject of their exclusive study, practice and 
research and who have been honoured with the name of the 
raga itself asa mark of recognition, . 


(57) History of the raga. ` 


z > Changes in the name of the raga and changes 
^ in its lakshana if any.. For example Nādarāmakriya and 
Madhyamādi ate earlier names for Nādanāmakriya and 

[adhyamavati. The introduction of dha in Sriraga is a 
later development. Mālavagaula was mentioned as the 
janake mela for Vasanta and Saurashtra at a time when the 
scheme of 72 melas had not been, evolved. Suryakàntam 
will now be their eorteet i naka ee 
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S (59) The classical works on music in which this raga 
- is refaro to &nd the earliest composer to composa in this 
; gx A * 


(69) If the name of the raga stands for or conveys, 
some other musieal idea or concept, 


Vasanta for example is the name of a raga and is E the- 
name of a tala in the scheme of 108 talas. 


' (60) Significant meanings if any, attached to the name of 
the raga. 


For instance, the name Athāna (a +thāna ) is interpreted 
as meaning a raga which frees one from bondage i.e., confers 
freedom from life and death. The raga Srt was given that name 
by pūrvāchāryas, because it took the notes of the sāma gāna 
scale and was hence auspicious and free from doshas. The 
song Sri Kamalambtke in this raga, is appropriately sung as 
a mangalam in the Dikshitar school. Concerts can be conclu- 
ded with Sriraga or Madhyamāvati. 


South Indian Music is one and indivisible. The ragas 
form the fountain source for all melodies. The above-men- 
tioned 60 points help one to get a true and a complete picture 
of a raga covering its scientific, cultural and historical 
aspects. No study of a raga is complete without a study of 
some of the brilliant lakshyas or compositionsinit. Classical 
compositions present all the quintessential aspects of ragas 
and constitute ideal stepping stones to the attainment’ of 
raga jnana, the ultimate aim of all musical studies. Sinee 
each composition delineates a particular aspect of the raga, 
the importance of the study of a good number of classical 
compositions in it, needs no emphasis. 








» CHAPTER IV 
: TALA. 
175 TALAS. ` *. 


The function of rhythm in a musical composition is to 
maintain the balance of its music. Just asa minimum of 
_three straight lines is required to enclose a space, and just 
as at least five notes are required to constitute a raga; 
& minimum of three aksharakalas is necessary to constitute 
tāla. Thus trisra jati eka tala is the shortest time-measure 
that can be thought of. ; 


The famous aphorism, “falar ga: d; 


(sruti is the mother and laga is the father ) emphasises 
the importanee of singing to accurate srutī and accurate 
time, Sruti suddha and laya suddha axe two of the funda- 
mental requisites of all good music. 


Tt was pointed out in Chapter III of the preceding 
volume of this series, that the seven principal talas give rise 
to the 35 varieties on account of the pancha jati bhedas " the 
five kinds of the laghu). 


Hach of ibas 85 tālas again gives rise to five varieties 
on account of the gati bheda or the change of the gati. Thus 
we have in all 35 x 5 — 175 talas. Even as there are the 
pancha jati bhedas, there are also the pancha gati bhedas.. 
Therefore each of the sapta talas comes to admit of 25 varieties 
on account of the pancha jati-gati bhedas. When not other. 

E wise mentioned, the presumption with regard to a tala is, that 
‘it is in the chaturasra gati. The change” of jāti. applies only 
B to e E vam bat the Ben of gati applies to all the angas in | 
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25 varieties on account of the change of gātt. 


(Rupaka tala is taken asan example and worked out here) 
RC The resulting 


Jati. 


ee 


Sankirna 





In the same manner, the remaining six talas. also admit 


Constituent 
angas and 
the total 


Gati bheda. 


aksharakalas | ` 


for an avarta 


O 
"e 

lI 

ex 
—— 


a 


O O 
a IE 
| lI 
- or 
EE 


O 
1 
= 


of 25 ‘varieties each. 


e 
= 


SEH 


Trisra 
Chaturasra 
Khanda 
Misra 
Sankirna 


Trisra 
Chaturasra 
Khanda 
Misra 
Sankirna 


Trisra 
Chaturasra 
Khanda 
Misra 
Sankirna 


Trisra 
Chaturasra 
Khanda 
Misra 
Sankirna 


Trisra . 
Chaturasra 
Khanda 
Misra. 
‘Sankirna ` 





«x 


i 


„for an awarta on - 
account of the 
change of gati. 


total minor 
units of time 


5 x 3 = 15 


35 
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Chapu tala | rc. 


The Chapu tāla is one df the time-measares Ze: in. 
Indian music from very early times. There ` are many foll : 
melodies in this tala. It is a syncopated time-measure and s- 
counted with two beats. Sometimes for the sake “of c con. 
venience, instead of two beats, it is s reckoned with a beat s 
& visarjita. : E | 









There are four varieties of the Chapu tala ;— 


(1) Misra chapu ($+4= 7) where the first beat ina | 
duration of three units of time and va second - 
four. ' z. 


(2) Khanda chapu, (9 + 8— 5) where the Ag" of 
the first beat is two units of time and the Seco. 
ihree. 


(8) Tisra chapu (1+2=3) where the duration of the šā 

' first beat is one unit time and the second two. 4 

ZS (4) The Sankirna chapu (4+5=9) where: the duration i 

z of the first beat is four units. anc th econd — | 

five, This tala i is rather an uncomm 
and figures in some pallavis. ` . 









=F = When merely the terni chapu tala is E on < is 

SE top Of a piece, the presumption is. that itis misra chūpu. 1 
"Other varieties like khauda sbara ete. have to ve eech 

ES mentioned as such. 


EU WA 


< 3 Desadi, Madhyadi talas OU. 

“The Desadi'and Madhyadi talas consist of 4 addis ES 

| Kim āvārta and are reckoned with a visarjita (wave of the 

Ben ee beats. : amd in pieces in the Desēdi tala 
T Kg 


E 








E 
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the music commences in the visarjita after the lapse of 1 


-aksharakala, in the pieces in Madhyādi tāla, the music com- 
__mences after the lapse of $ an aksharakāla. In other words, . 


at the very commencement, there is a period of rest (visrants) 


Of 2 and $ unit time respectively in the pieces in these 
` twotalas. It is also customary to reckon the rhythm of the 


pieces in these two talas. after the manner of the adi tala and 
the music in such cases starts immediately after these periods 
of rest from eorrespondimg points in the āvarta. These two 
time-measures are a recent introduetion'into South Indian 
Music and Tyagaraja is thefirst great composer to compose 


— kritis in these talas and show their great possibilities. 


The'pieces, Enta vedukondu Rāgkāva (Sarasvati mano- 
hari); Bhuvini dāsudane (Sriranjani), Sitapate (Khamis) and 
Raghunayaka (Hamsadhvani) are examples of eonipositions 
in Desadi tala. The pieces: Namakusumamula (Srirāga), 
Meru samana (Mayamalavagaula), Endūku nirdaya (Hari- 
kāmbhoji) and Raga sudhārasa (Mayüradhvani) are examples. 
of compositions in Madhyadi tala. 


Dhruva rupaka is a mixed time-measure. À composi- 
tion in this tālā, as also the sections of à composition in this 


time-measure start with two drutas and two laghus and are 
then followed by the rupaka tāla āvartas. The gita Areyānaka 
in Nata is a wellknown composition in this tala. 


The sulādi tarangas of Narayana Tirtha in the sapta tālas 
and the sapta tāla gita “ Gana vidya dhurandhara" in Nata 
raga are compositions of special interest from the rhythmic 
point of view. The latter piece is set in Dhruva tāla but its 
musical construction admits of being reckoned in the other 


siz sulādi tàlas.ag well without detriment to “general effect. 
8 neta * - 


; ^ 
Ki d - < Ru 


^ 
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vē 


The length of the composition is 30 āvartas (420 akata kali) i 
of Dhruva tàla. As one sings it, reckoning the Dhruva tāla, 


„six other persons can start simultaneously counting each, one 


of the other suladi talas. At the conelusion of the gita, it 
will be found that all the seven persons finish their ed 
completely, ' à i ; : 
the person Ligue the Dhrüvi- tala executing 30 avartas | 
Matya tāla Á 49. ,, | 
Rupaka kala s vos 
d Jhampa tāla 495 
Triputa tāla ,, a0. a š 
E ic AB tala o. 2903... 
š Eka, tala a M6 4038 


Kuru jhampe is a folk time-measure. It consists of a : ; 


drutam,.a khanda laghu and a Tisra laghu O |s [s Avarta = 
10.aksharakalas. There are jakkin; darus in this type of b 







Tala dasa pranas. 


= 


"The subject of tāla dasa prānas deals with. the analytieal | 

~ stūdy of rhythm in all its aspects. Some of the pranas are — 
of meré academic interest. ‘The’ ten elemeiits (dasa pranas) . 
of musical time are :— kala, marga, kriya, anga, pum jd ES 


kala, laya, yati and COA 4 d 
7 grey arth. Peale wa: FEA: | Rd 
` fu gea aM | Q 


2 Of these, the first five SCH referred to as: the maha 






mi o wi 


E treated. S here. The rost are dealt with in the neat volume 


prānas or main elements and the Test as upa prünas or secor- 
= dary ‘elements. The more important of the das pranas are 
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Kriya is the manner of counting time. It is the kriya, 

that indicates the constituent angas of a tala. The beat of the 

hand, the visarjita and the finger counts are different kinds of 
kriyas. e 


pe. x Kriyas are of two kinds:— ' 


(1) Sasabda kriya (queen), i ie., execution accom- 
panied with sound, as in the clapping of hands 
or in the: .beating of the right hand.on the right 
ihigh and cauterization. e 


(2) Nissabda kriya (Uess) i.e. soundless execu- 
; tion as in finger-counts, visarjita, krishya, - 
m sarpint, patākam ete. : : i 


Sasabda kriya is seen in anudrutam, wbich is reckoned 
with a beat. In the drutam, we have both the sasabda (beat) ` 
and the nissabda (visarjita) kriyas. Inthe laghu also we have 
the two-kriyas represented. ; 


Anga. Angas are the constituent parts or the limbs of a: 
tala. © Excepting the Ēka tāla, all the other talas consist of a< 
plurality of angas. Thēre are the shadangas (six angas) ` 
anudruta, druta; laghu, gitu, pluta and kākapāda. 


B gm wg opgi | 
` STs ei geh TATA gT U 


The symbols for these angas, their values and their mode 
of execution are given in detail in Chapter: II of Book I of 
this Series. The sulādi sapta talas take only the anudruta, ” 
druta and laghu. . The shadangas figure in the scheme of the 
classical 108 talas- Of the sulādi tālas, the Dhruva tala and ` 
the Ata tala have four angas each; the Matya, Jhampa and 
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Triputa tilas, have three angas each ; Rupaka, two angas and 
Eka tala only one anga. Three of the sapta tālas ( Dhruva, 
Rupaka and Ata) possess an even number of angas; the rest 
` (Matys, Jhampa, Triputa and Eka ) possess an odd number of 
angas. 

Graha. The place of commencement of musie in the 
tāla awarta, is known as the graha — «eu or iio. The 


graha is sama when the music commences along with the tala 
and viskama if otherwise. ° 


Vishama graha is of two kinds: Atita and Anagata. 


It is atita when the music commences before the tala 
and anagata when it commences after the tala. Gitas and 
tana varnas in adi tala furnish instances of compositions 
beginning on sama graha. The pallavi, anupallavi and 
charana of ata tala varnas, and kritis like Svara raga 
sudhārasa furnish instances of anagata grahas. Since 
there should be a reasonable measure of time between the ` 
padagarbham and the eduppu, the upper limit of the anagata 
_. graha, will be two counts in adi tala compositions a: and pallavis.. 
` Instances of atita graha are comparatively rare. Atita 
grahas are met with in the classiéal pallavis. The anu- 
pallavi of the kriti Wenugaria. loluni |; in Kedaragaula and 
the anupallavi of the kriti Kshinamat tiruga in Mukhāri 
furnish good examples of atita grahas. ` In atita graha com- 
positions, the music commences at the end of a (presumed) 

previous üvaría. The atita graha is resorted to in order to 
suit the exigencies of prosody. In the ease of compositions 
"in anagata and atita grahas, we always precisely indicate the 
point of commencement of music by stating at the top. : 
. mumber of aksharakalas or fractioh of an qas as the 


61. | 
Sarngadeva, in the Sangita Ratnakara, saye:—. ` 
HAAA gea Eat Ta: II 
Tables IX and X SE these three types of grahas:— 


Table IX — Graha (eduppu) 
| l 








Sama Vislama. 
e 
| | 
Atita Anag&te 
Table X 
Sama graha 
Anāgata graha 





; ; E | Kas 
mm ] 


Reference : 
Tala — 


Mua E l 
€- Startingpoint of music , X 


Jāti "There are the five jatis: tisra, chaturasra, khanda, 
misra and sankirna. 


Laya is tempo, speed or kala pramana. Three degrees 
of speed are recognised for all practical purposes :— 


Vilambita laya (slow), 
Madhya laya (medium) and 
Druta ` laya (quick). 


=  Interinediate gradations of speed under eaeh of these 
degrees are also recognised. In the increasing order of 
quickness they are: 


i 
(a) Vilambita — Vilambita 
x (° —Ç ; — Madhja 
A ho, iles te 
IF... 4; 
(a) Madhya . ^| — Vilambita 
EC UM e 9 cr Madya 
IA On Be 
— E 
` — Madhya 
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Mode of Reckoning Time 


Two kinds of units are used in reckoning musical time. 
One is the akshara and the other, the matra. The former is 
equivalent to the anudruta and the latter to the laghu 
(chaturasra type). The mode of reckoning by aksharas is seen 
in the compositions belonging to the 35 talas (employing laghu 
jātis). Reckoning by mütras is seen in more difficult and 
high class music as in tle classical 108 tālas (without jatis) 
anda few other terse time-measures. The table below 
gives the relative values of the sme d in Pee and” së 
mātras :— 








Table XI mi: 
"Name of iha anga, | Aksharas. | Matras. 
gone 4 * i e 
Anudrohm ` 1 18 
Drais 2 1/2 
. Leghu f Se 1 
; SET 8 2 
` Pluta $ : ° 12. š 
“Kakapada ^ lg š 


| 





bes There are also the shodasangas or Sixteen angas begin- 
ning with the anudrutam and ending with the kākapādam: . 


E 


= 


XA SE 1 
Table XII (Shodasangas). _ 
Duration. ^. . 


Name, 


Anudruta 

Druta 

Druta virama 
^Laghu 

Laghu virama 
< iegkaāruta * 

u Laghudruta virama 


Guru | 
x Guru viràma ` 
- | Gurudruta, : 
- Gurudruta virama 
Pluta 


Pluta virama 
 Plutadrūta 





In 
aksharakāla 


"O qo - aa mk O bn 


mātra : | 





: - CHAPTER. vy 
| MUSICAL FORM, 





Y E presenis a eoncrete picture of a 
raga. The jurisdiction of a composer is essentially sangita.- 
kavitvam and not sahitya Kavītvam. “When the composer 
happens to be also a poet as in the ease of. Tyügar&ja, we have 
the happy coincidence of beautiful music coupled with. poetic 


d thoughts. - «Words are used in poetry for their sense ; ES 


musical compositions they are used for both their sense and ` 


E 


“sound The claim ofa. musical composition’ to permanence ; 


lies: primarily ins cits" musical setting, In every- “musical 
; composition the syllables of. tho sāhitya should Ped. 
blend. “with the dhatu.” sih : 


The pO UM ái A; musical form can be. studied oder 
de. following heads :— T 
1. “Whether the. form pane to the sphere of SES 


* gana- (vocalises) or sabhā gana ( concert pieces ). 
g.- Wither; cit is à rhythmical form or à non-thy thmieal | 


e. 7 forim. : ET S ; 
+ = p Non: rhythmical ims are font like chitnikas 
and "dandakas | which” are. not set to any 





— specific tala. 


i: ‘Whether the form has ts be in a specific tempo. 

i For instance; padas have to be in slow time and 

t . tên varnas in medium tempo; kritis may “be 
picai tn fe tempo or medium jego 








: ENS e talas i in which the form i is found. 





E 





> 
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A Whether the Ea admits of a mêtu tita), or 
sung merely asa solfeggio. 







For example, the EE has nó sahitya à 
is merely sung to solfa syllables. 


5.. Its. constituent angas inclusive. of essential an 
non-essential, Langas. x: x 


6. Its gana krama Ze, fhe order in which the SÉ 
sections have to be sung. © 





: Ys Rules if any relating to the SE of ihe Teta 
the graba of its component angas. que 


. For example gitas have to be in sama graha ; - dj 
but in a kriti, the eduppu Of the pallavi, amu + 
pallavi and charana may be identical or "Mec 


8. .The theme of the sahitya. `. 





padas and tillānas: g : es 


: EE gt Ss form. has a ‘number of E or only: a A 
A There are thousands of kritis and kirtanas. where- 
a as there are only a few ragamalikas. s 


es The value: ‘of th he form. as an authoritativo lakshyà. - | 
0 Forms like indes tana  varnas,. sandhi. gitas d 


p FE 


and lakshana | Siss ` (San. be ‘quoted. , ër A 












in eae with. Si P 
different *dhatus and Tyagaraja’s . pancharainas ` 


-œ ^ allthe charanas have to be sung. In divya- 


nama kirtanas all the eharanas have to be sung .- 


- . because of their Sacred value. ` 


Individual compositions under each form can be criti- 


cally studied under the following heads :— 


3 Es „The raga, tala, mêrga 4 and. tempo of the composition, 
š R Cé 


E Tts Eus consfuotion and styles 4 T. 


8. The commencing notes of its pall, anttpallag 
_ and eharana. | : 


ç 


a è 








The commencing note of the” pallavi and the — 


commencing note of the anupallavi usually 


"beéar.one or other of the! following relation- ` 


Ships;— kt 5. e 
X C la) “They may bé sama svaras ( identieal notes ) 
= fx xt. (Ex. Nidopasana—Bognda), 


e E ‘They, may "be am octave apart (Bs Si anani 
wt imn vina—Ritigaula ). ` 


CH 


. (c) “They may bave: the: EE bhava. 


x e : (Hx. Chakkani raja—Kharaharapriya X 


ld) “They may have the shadja-madhyama bhava 
(Ex. Mariyadagadura—Sankarabharans. 






+ The number of Ap and pādas of each section- _ 


A 


Kees t 


e 


x e 


E Few inthe va 


balti 





jte gita "have: EC already, ege. pa see pes 
“Chapter V z "wee “now take up th e study of ‘the 













E Sutra Khanday. upanga poo and” E ga. 
do; “Inthe suird khanda, the initial syllables ‘of. “the | 
$ of TCI wee give As clue to. De SN os 





Ç Se Së, ` SE initial ills. of Che Bil Š d 
of the Msysislvaghula. dakshānā. gita (see post) are: P 
ra quoma, poedītā yu. From. - this‘ one sable to infer that <- 
d h» tisha ha, “antara, "Bandhara; , suddha- amadhyama, 
kālvāte, and. Kikali nishada, ( besides sa and pa). . 
the notes” “taka, by. this raga-. Further the pī : 
Agni-ge chakra (s Es wp) gives the clue to. the fact that ` 


MALA Se in fhe Agni or. the II cholera tes its serial. e: 


















as 4 determining the hay of ragas: sone qx figurine ` 
= . inthe upanga stt have | sien. T Become bhashsnga. ` Again, a 





m 


= dh ijas 


T€ 








‘The panit of words "and. "he" consequent profusion et. vows) 3 ) 
äs also” theit even “distribution ; n d | 
P taining of the voice. a. the Sake : 


dake Hoan 





pues afe ano.. "The tajā nsi eege seryē 
"as models í or the dev elopment of Kalpana Svarás. ES SR ^ «| 
: The > sahitya vow yarna is E stērt and 
















WA 
à 






nen DE Lu 
SH t requires great EH Race capacity, peu utm 
of a high order and détailed know ledge of the» Tlakehanas of 4 
ragas to compose varnas, | Composers of varnas ‘aro few and = 
| the number of all the “available varnas "does mot “exceed | AC 
few hundreds.’ Compared with this, we. have thousands” * 
à R ES 
«ceri and atas. “compositions and” more "than kā 
compe sse pes. x oc : y = 
the piečes belonging! YA the ‘realm . of KAS 
"^ gana, "Y awarna i is the last type to be practised before 
S beginning concert forms like the kriti. . au e 


me constituent angas A * varna are :— 
x) the pur tanga, ac db. the pall anue V 





























d Wa des ond the maktiyi svarā. ^ S lus KS 
MEE 3 EC EE E E. 
(2) The uttarānga, or the ottnkküdai comjiising 






and ze churana svaras., SS oe 1 





xum svarma is | Apalog ju 


ee 


im n. ot ne svaras. a is 
ada syara rc is either “on 
orme “The Jet otttigada yara passage za 
| may. be 6 S two or four. Soon Bttugada sv: 








: oe — EE and'charana alone 
^ dave sāhitya: set The"other portions are sung ag 
solfa passages. "Thus the tàna varna furnishes 
an instance of a composition, wherein a part 
issung as a solfeggio and the rest with the 

5 > suhitya. On account of the preponderance of | 
S = tna, jatis or phrases in this form, it came to be 
ealled tana varna.. The wide dispersal of the 
sahitya syllables is a characteristic feature of 

š the tana varna. 





(2) Pada varnas (also called chauka varnas and ata 
varnas) are the compositions heard in dance 
concerts. The entire composition herein has 
sahitya. The matu is characterised by less ` 
of vowel extensions. The music is in a some- 

_ what slower tempo and is intended to give ful 

_scope to convey the bkāvas. ” Because of its 

affinity to the padam, both in point of tempo 

„amd the theme of the sahitya, this composi- 

l ~ tion came .to be called pada varna.  Jatis 

s is (Garā, alase) are met with in some pada 
3 vārnas. 


> 


Tana varnas are found in Adi, Ata, Jhampa, Khanda jàti 
Triputa and such other long tālas and not in short time-mea- 
gures like Rūpaka. Short time-measures are an impediment. 
to the free flow of tàna ideas. There are pada varnas in rūpaka 
tala- Tana varnas present the svarupa of their ragas in a 
nut. shell. Hrasva nyasas, dirgha nyasas and alpa nyàsas of 
` ragas are all clearly illustrated in tina varnas. Tana varnas 
are intended for being practised in trikala (three degrees of 
speed ) but not so pada vaxnas. 


T o M S 















Rāgamālika varnas are d dicen wherein: 
tions are in different ragas. The Navarāga mālika var 
the nine ragas: Kedàra (pallavi), Sankarābharana (anupalle 
Kalyani and Begada ( muktayi svara ), Kambhoji ( charana. 
Yadukulakambhoji, Bilahari, Mohana and Srīrāga ( ettug 
svaras); the Dinaraga~ mālika varna in the eight rag 
Bilahari ( pallavi ), Dhanyasi ( anupallavi ), Madhyamāv 
(muktāyi svara ), Kalyāni ( charana ), Pūrvakalyāni, “Keda 
gaula, Mohana and Bhūpāla (eftugada svaras); and ` 
Ghanaraga malika varna in nine ghana ragas beginning | 
with Nata are wellknown compositions. There aro also 
rāgamālika varnas belonging to the category of pada varn: 

Because of the occurrence of certain sections as 
solfeggios, the reason for the non-inclusion of the raga names 
< in the sāhityas of rāgamālikā varnas is obvious. 


ha for the gana krama of a varna, the pallayi, anupallay 
and the muktāyi svara are sung in order and concluded wit 
the pallavi. Each avarta is sung twice. Halting on shadja oi 
in panchama or on some other suitable note, for the rost of thi 
āvarta is made at apt places. The charana is next S g followoi 





Së "by the em svaras. 









va ay Dikshiter as ` SCORE. a beautiful svara ` 
; T, Sé sa ri ga da ni) in Todi raga, adi tala, | 
tling Vk svarākshara. beauties. es] 


- 


‘Some chauka varnas have sahitya for the valli, anu- - 
 pallavi and charana alone and the rest of the composition , 
— Bung as solfa passages, after the ‘model of a tana varna; 
Ex. Ripamu juchi in Todi raga, Adi tala by. Muthusvamy 
ikshitar. 
“Pada jati varna is diia varna wherein jatis are 


Formerly vàrnas had a supplementary section called the 
anubandham. It consisted of a sāhitya part and s solfa part. 
This sahitya served to complete the idea in the sahitya of the 
rest of the varna. “The sahitya beginning with the words ` 

-~ chiru chamatalu D% S9tbewo (See P. 116 of Sangtta ` 
"Sarvartha Sara Sangraham—Telugu ) constituted the anu- . 
bandham for the famous varna Viriboni in Bhairavi raga. 

Some anubandhas did not have a separate solfa passage and - 
in such cases, the anubandha was followed.by the singing 
of the muktayi svara of the purvànga part and the original 
pallavi then sung and the composition concluded. As the 
«anubandha did not. yery much add to the musical ‘excellences 
. of the varni, it gradually fell into desuetude. Nobody sings 
the anubandha section of the Viriboni varna at present. 
Subsequent composers of varnas like Vina Kuppayyar did not 
| bother about the inclusion of the anubandha in their compo- 
sitions. Anubandhas figure in the tāna varnas of Ramasvamy - 
Dikshitar and Sonti Venkatasubbayyar (see Sangita Sampra- 
daya pradarsini "Vol. II, Pages 908 and 956 ) Tho 
anubandham may be compared to the coda of European musie: 
Sinee it disturbed the balanced length of the quond and S 
uttarangs, rā was decr Fe up. 


fus se? E Ee 


kr. er e 
Pachchimiriyam Taa "gai Steeg | 
Syāma Sastri, Vina Kuppayyar, Pallavi Gopālayyar, Svati 
Tirunal, Mānambuchāvadi Venkatasubbayyar, Muthusvam 
Dikshitar, Paramesvara Bhagavatar, Annasvamy Sastri, 
Tiruvārur Aiyāsami, Patnam Subrahmanya Iyer, Garbhapuri, 
Kottavasal Vēnkatērama lyer, Tiruvottiyur Tyāgayyar, 
Ramnād Srinivasa Lyengar; Kuppusvami and Fiddle Ponnu- 
svami are some of the famous composers of tana varnas. $ - 


Est 









Govindasimayya and Kūvanagāmayya of Karvetnagar E. 
Rāmasvāmy ` Dikshitar, Vadivel Nattuvanār, Pallavi ` 
Seshayyar, Rāmasvāmy Sivan, Subbarama Dikshitar, Mysore ` 
Sadasiva Rao and Kunrakudi Krishnayyar are some of the . 

Ku composers of pada varnas. ā 
Kriti : 


gU ae sd 
P a d Ce 


F o "The kriti composition is the most highly evolved amongst | 

A Í musical. forms. It is the most important of sli | 

group of compositions Every composer of note during the ` 
last two centuries has attempted this type of composition. 
The elastic nature of the form coupled with the fewness of 
rules, afforded ample scope to the eomposer for the display S 

of his creative genius. Freed from the tyrannical grip of de 

words, the composer was able to pour forth his. thoughts | 

< through the language of pure musie in an abundant manner. 

. Kritis form the bulk of the musical compositions at. tho 









present day. Ina modern concert more than half the time | 


: ‘is taken up with the rendering of kritis and righty CS The | 
biti has come to occupy fiat important pue ainai : 





3 SC ES = 77 
The only ideal present in the mind of the composer, 
during the composition of a kriti, is the delineation of the 
raga bhava in all its varied and rich colours. Kritis stand as 
"examples of absolute music. Anything like distinetive styles 4 
in musical compositions is seen only in kritis. Kritis contain 
apt themes for developing niraval and kalpana svaras. With 


the dawn of the kriti composition, many Of the older types of 
' eompositions became obsolete. 


It will be useful at his stage to draw the line of distine- 
tion between the two forms, kriti and kirtana The term kriti 
refers to the composition whose claim to permanence lies 
principally in its music and not in its sāhitya. Kirtanas are 
older than kritis. Kriti is a development from the kirtana. 
The kirtana had its birth about the latter half of the fourteenth 
century. The kriti in its fully developed form appears about 
four centuries later. 


_Although the term kriti in à wider sense means any 
“musical composition ( td Fa ag Fa: —that which is com- 
* posed is a kriti ) still composers and scholars during the last - 
500 years have felt the necessity to restrict the term kriti, 
to those kirtanas whose claim: to permanence lay primarily in 
“their musical setting. The Tallapakam composers ( 15th 
. century) have used the term. Purandara Das in his song 
Vasudevana nāmāvaliya in Mukhāri raga, says that he has 
composed 4,75000 kritis: Tyagaraja in his piece, Sogasuga 
mridanga tālamu (Sriranjani) gives the lakshana of an ideal 
kritis Walajapet -Venkafaramana Bhāgavatar in his sisa 
padyam E kala kalitundu Deg: doto gags "I pay my 
homago to Tyagaraja who has composed different types of 
1 kritis... eren. Scholars ‘and composers like Tachehur 


ead Ke Tyagaayyar, T. M, Venkatesa 


* 


US 


Sastri and others have tēta ‘ed the term riti, 
denote the compositions of Tyagaraja and other sim 
compositions and have restricted the term kirtana to those «| 
- compositions whose sāhityas had a special spiritual valu x 
That a kriti sounds perfect when performed on an instrument | 
is proof of the fact that the essential factor in this form is the | 
dhatu. : : + 


The kirtana is a strictly sacred form. Its sahitya may 
be of a devotional character, or may relate to a puranic theme. 
It may also be in praise of great devotees (bhaktas). Many | 
"kirtanas are doxologies. The music as wëll as the rhythm of ` 
. akirtana are simple. It is a composition belonging to the” 
~~ realm of applied music. The music is used herein only asa ' 
_ vehicle for the singing of the glories of God. In other words, 
„the music is used simply as a means to an end. . The music: 
is subordinated to the sahitya. Words are. many and the 
, charanhs are all sung to the same dhatu. Sometimes B 
. charanas have the same music as the palevi. The anup: 
€ |a dispensable angain a kirtana. The different angas + are 
ie characterised by the same eduppu. The compass of the Pusle 
is short and the piece can easily, ba learnt by rote. - =. 






"ag d 


š In the kriti, the sthitya may be of a sacred oF 
character. Tt may relate to an ethical or didactic theme. ` 
Words are few and they serve only. asa desino! ey the. id 

š - ing of the music. Tho music is eo; 
= technical beauties. There may be A 
The charanas may have the same dhatu-gr. ‘different dhatus. 
| The compass of a kriti extends ‘usually from 1% to 2 octaves. 
f “Atita a complexitiēs are frequently. met with pe. 
EE che raga erystáls. We. de Ve S E 













this rule holds good. - 


F 





med | O. in ils “= form in a kriti and such a 


Pt as musical interpretation is possible only in this form. 
` Whereas kirtanas can be sung by even persons of average 
` skill and training, justice can be done to kritis only by those 
initiated In music. A musical form can have prose or poetry 
for its sahitya. The sāhityas of many kirtanās are characte- 
rised by poetic metres. The sāhityas of a good number of 
kritis have dignified prose inthem. Kirtanas are in common 
ragas ; but kritis are in gommon and scholarly ragas. Many 
rare ragas live through kritis alone. 


There are however some compositions on the border line- 
They contain high-lown music and lofty spiritual thoughts. 
It will be difficult to say in such cases whether they are to be. 


classified under kritis or kirtanas. 


Whereas i ina svarajati, the charanas can be of varying ` 
length, the charanas of an individual kriti or kirtana should. 
be of the same length. Even in kritis with plural charanas : 





E wa 


< The raga system*of India shows all the melodie and 
: aésthetic possibilities in the realm of music. Im order to ` 


„form a complete picture of a raga, one should listen or learn 


`~ at least ten compositions in it, representative of'thé forms: 


gita, varna, kriti and „padam. -In this connection it may be 
mentioned that a person who performs an ālāpana of a raga 
with the background o _kriti in that raga in his mind,’ 
suffers from a certain limitation. A kriti is an exposition of 
a particular aspect of m. raga. The phrases figuring in the 
-kriti dominate hisimagination and he finds it difficult to go 
. beyond ; them ‘and. | give an elaborate ālāpana. Persons wishing 
to Ep a detailed mē of a raga would do yal to think. 


SC 
rikši cow 
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of the raga as & whole and start the alapana and ‘not 
obsessed by a particular composition in it. 


The pallavi, m and charana are the minimum | 
and essential angas of a kriti. There may be one or more 
charanas. In many kritis, the dhātu of the latter part of th 
charana is found to be the same as that of the anupallavi. 
But in the kritis of Muthusvamy Dikshitar, the dhatu of the : 
anupallavi does not repeat in the charana. A number ‘of 
simple compositions of this composer have only the two | 
sections, pallavi and anupallavi; Ex. Sri Sarasva 4 
Nomostu te, Arabhi. Such compositions may be compared E. 
to the earlier ugabhogas. 3 







In kritis with plural charanas, as a rule it is the mudra - 
Charana ( the charana containing the signature of th 
^ composer) that is sung. A charana other than the mudra d 
arana may be preferred, if that charana contains an | 
pt and intricate theme for performing niraval or ee | 
C Svaras; Ex. Tambura chekoni in the charana, vekuva | 
_ jamuna of Koluvama: egada, Todi ; amd Baktula vāgamrit: 

pānūmu in the first charana of Buddhi rādu, Sankarabharana. 
A non-mudra charanā is also preferred when it contains a fine ` 
idea; Ex. the first charana of the kriti, Svararaga sudha rasa, ei 
‘Sankarabharana. If the charanas are set in different dhatus, — 
all of them have necessarily to be (Spe. as in the kriti, - 
` SEnduku. nirdaya (Harikümbhoji). < a 
ZENA, akas fas iš š | 
kriti composition has ` been” enriched by" the ino 
m of non-essential angas like —. ` Re 


4 svara. This is s set solía. T nm 
: if in adi tāla, anc r 16 




















cate 








te Bl 






end of the anupallavi and charana. Usually it is 
set in madhyama kala. Chitta svaras are crystallised | 
kalpana svaras. The kritis: Mimadi challaga ` 


hc um (Anandabhairavi), I vasudha nivantt (Sahāna), 


* 


: ūvamsa sudhambhudhi (Kathanakutūhalam), 
Sringaralahari (Nīlāmbari), Pākimam Sri (Jana- 
ranjani) and Sri Raghukula nidhim (Huseni) 
contain some of the best chitta svaras. 





Some chitta svaras contain the beauty known as ' figure? 
In such cases, the same phrase recurs at the commencement 
of each āvarta or half-avarta or alternate āvarta. The chitta 
svara to the kriti: Inta parükelanamma in To of Vina 
Kuppaya i is an example. 


There are instances wherein appropriate ehitta, svaras 
have been added to kritis by subsequent composers. As an 
example may be mentioned the chitta svara adorning thē.. 
kriti, Mamava satatam ( Jaganmohini ràga) of Tyagaraja 
and composed by his disciple, Walajapet Krishnaswamy 
xc xcd 


D 


Viloma Chitta svara. This is the case of a chitta svara 


` which can be sung from ‘beginning to end and again sung in 


the reverse order from the end to the beginning (i.e. in both 
the anuloma and viloma krama—forwards and backwards) 
without offence to raga bhava. The raga bhava should not 
suffer even partially in the apasavya part. For example, the 
following ` passage in Kalyani raga might be sung both 


^ forwards and backwards as indicated and still maintain the 
raga bhava :— | 
M 


` t< 
a SE 







i.e., when sung backwards, it 
P m g G m B. P 4 





Iti is not an easy thing io. compose "ditta s svaras a th 

type. Such chitía svaras can be composed o dn raga 
7 with a symmetrical ārohanā and ‘avarohana, z. 
sampūrna, shādava and audāva ragas having the same no 
in both the ārohana anā iss = 





e 






kr in Kalyāni of Des asta 
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A chitta svara should present a certain aspect of the raga 
not covered by the piece itself. For this reason a chitta svara 
intended for one kriti cannot be used for another kriti in the 
same raga, though the latter’s tala, tempo and eduppu might 

“admit of it. Chitta svaras may be compared to a bunch of 
flowers adorning a beautiful creeper and are interesting to 
hear. They give an impressive conclusion to the anüpallavi 
and charana. In cases of doubt, they are useful in fixing 
the commencing note and the eduppu of the pallavi.. Some 
ehitta svaras have in addition a Jakshya value; for example, — 
the chitta svara of the pieco- Amba ni saranamu in Ananda- 
bhairavi, which. uses the” "phrase pPnn 8. 


Some ehitta svaras conclude with makutas or Sonn 
endings. Makutas are short, crisp, effective and beautiful. 
Short chitta svaras have short makutas and long chitta svaras. 

“relatively long makutas. The constituent phrases of a maku- ` S 
“tam may be of the same magnitude as in the instances of the 

` ehitta svaras to the kritis: Nimadt challaga (Anandabhairavi) | 
and Brochevarevarura (Khamgg): or, the component phrases | | 
may be after the pattern of a srotovaha yāti — t.e. phrases 
progressively increasing in magnitude. The concluding part 
of the muktayi svara of the Ch«lamela varna (Sankarabharana 
deo Ata t tala) is an example of the latter type: 


anidn|pdnimpadnlympdn 
i rümpdnisrgmpdnl 


This makutam might be characterised as an Grohana 
makutam, since its constituent phrases are in the &rohana 


krama. "x * 


J Chiti svaras are not ft “themes > To m 
F eg VR aur 
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(2) Svara sahitya. When an appropriate sahitya L i 
added on to the chitta svara, the technical appendag, 
is called a svara sahitya. In this case the svara pa 
is sung at the end of the anupallavi and the sāhity 
part at the end of the charana. The sahitya of this 
section is so couched that a continuity of sense i; 
maintained when sung at the conclusion of the anu 
pallavi or charana. 


The pieces: O Jagadamba (Anandabhairavi), Janani 
ninnu vina ( Ritigaula ), Ninu sevinchina ( Yadukula kam- 
bhoji), Sri Pārthasārathe (Bhairavi) and Vachama gocha 
rundani (Atāna) contain some fine examples óf svara sahitya: | 
The kritis of Subbaraya Sastri and Mysore Sadasiva Rao ` 
contain some of the most beautiful svara sāhityas. : 







_ There are also instances when beautiful and fitting svara ` 
s&hityas have been added to kritis by subsequent composers 
For example the svara sāhitya for Syama Sastri’s Palinchu 
Kāmākshi Pāvani (Madhyamāvatī) was the addition o 
Annaswāmy Sāstri. i 


va 
SN 
|| 


(3) Madhyamakāla sahitya. This is an integral part | 


of a kriti. This passage may occur at the end of the 1 
anupallavi or chafana or both and is set in the | 
madhyama kala (quicker tempo) e. in the second ` 
degree of speed. The madhyama kala sāhityas add ` 
„a certain majesty to compositions. Excellent exam- 
ples of this technical beauty are to be found in the 
. compositions of Muttuswamy Dikshitar. Sometimes: 
madhyemakāla sāhityas also oceur in ‘thepallavi, as | 
> in the wn Bn Sarasvati lend et. 












ep 

. Madhyamakala sāhityas are not appropriate themes for 

developing niraval, but they may admit of kalpana svaras 

being developed. As an example may be mentioned the madh- 

yamakàla sahitya adorning the kriti, Koniyādina nāpai 
 (Kambhoji ) of Vina Kuppayyar. 


(4) Solkattu svara. This is the cage of a regular chitta 
Svara, where, in some es instead of the solfa 
syllables, appropriate jatts (tala mnemonics) are in- 
troduced and sing. The jatis are sung to the music 
of the displaced svaras. As the section is sung, one 
will hear the svaras and jatis alternately. This 

æ svara passage interspersed with jatis forms a pleasant 
E variety in the midst of a kriti and heightens the 
beauty of the composition. The pieces: Sri Maha 
‘Ganapati (Gaula), Ananda natana prakasam 
(Kedāra) and Parthasaradhini sevimpa (Yadukula 
kambhoji) contain splendid examples of solkattu 

svaras. 


There are instances of apt solkattu svaras being added to 
kritis by subsequent composers. The solkattu svara to the 
Gaula kriti, Sri Maha Ganapati is the contribution of 
Radhakrishna-Bhagavathar, the son of Pallavi Somu Iyer of 
Talanayar. = Š 


Kritis have also been enriehed by the introduetion of 
sangatis. Sangatis are variations on a musical theme, 
developed step by step. Each sangati is an evolution from 
the previous one and marks an improvement upon it. 
*Sangatis are also an integral and indispensable part of the 
composition. They might be compared to the stones 
of an arch and the deletion of even one of them or 


z 
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- the change in their sequence will destroy the beauty and $ 
the composite character of the piece. “Sangatis have been e 
introduced either for emphasising certain delicate and latent r 
shades in the meaning of the sahitya, or for bringing ow 
the colourful and varied aspects of the raga bhava. Some 
kritis like Chera rāva demira (Rītigaula) have sets of 
sangatis. . The credit of introducing sangatis in kritis with | 
a definite musical purpose goes to Tyagaraja. 





Sangatis may be-developed from the terminal or initial | 
phrase of a musical theme The sangatis for the pallavi of ` 
Koluvamaregada (Todi) may be cited as an instange of the 
former type and the sangatis for the pallavi of Sri Raghu- 
varāprameya (Kāmbhoji), as an instance of the latter type 
Rarely sangatis may progress from tpe. central part of a theme 
as in the phrase: sringāramu of the pallavi of Chetulara 
(Bhairavi). The illustrations A, B and G given below visually ^ 
" represent the progression of sangatis in these three "typess. 
The wavy lines show the varied portions of M duce 


Ei 
|| 
| 








: essing 
rom the end 





EE EE 





 Inreckoning the sangatis, the fundamental theme itself 
is reckoned as the first sangati. The last sangati wherein the 
climax is reached is characterised by melodic fulness and 
rhythmical liveliness. (n some cases the dhatu of the last 
sangati is. found to be entirely different from the musie of the 


original theme. In the sangatis of the kritis, Darini telusu ; 
konti (Suddha sāveri) and Najivadharu (Bilahari), some 
of the ancient alankāras (svara-group patterns) are aptly 
introduced. In order to enable the listeners to grasp and 
appreciate the subtle and progressive changes of the dhatu, 
each sangati is sung twicer 


he rdc: of sangatis in the different sections of a kriti 
-Ought. to bear a just proportion. The anupallavi may have ` 

. an equal number of sangatis as the pallavi, or a less number. 
The charana may or may not have sangatis. * It will not be. 

“in keeping with the symmetrical construction of the piece, if S 
ihe charana is loaded with a umber of sangatis, and: its 3 
pallavi and anupallavi have either few or no sangatis. - 


E in the compositions of somes minor composers 
are found to be artificially. developed. As a rule, it is not 
advisable io add sangatis to compositions, wherein the - 
_ composers themselves did not contemplate them. Such mm^ 
1 introduction will interfere with the scheme of development ef 
of ‘the dhātu followed by the composer. "The compositions 
_ sound perfect without the added sangātis. But it must be 





oe 
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said tha the sangatis added by Maha Vaidyanātha Iye 
(1844-1893 ) to the kritis: Vatapi Ganapatim (Hamsadhvani), ` 
Chintaya mā ( Bhairavi) and Sr? Subrahmanyaga narasti 
(Kāmbhoji) nicely fit in with the pieces. 














In addition to the above, we also meet with so ; 
literary and prosodical beauties in the sahitya of kritis, 


Svarükshara is one such, and has been successfully ` 
attempted by some composers. In a svarakshara passage, 
the matu and the dhatu are exactly identical i.e., the sahitya 
syllables as well as their corresponding svara letters are the 
same. It requires intellectual gifts of a high order to attempt. 
this kind of technical beauty. The compositionsgef Svati 
Tirunāl of Travancore are full of this technical beauty. In ` 
the following examples the bracketed portions are examples 4 
Of svarāksharas :— f 


() E pa da sa ) ro ja —the charana of the Navarāga | 


RAS mālika varna. 
(2) Sri Rama í pà da ma Amritavahini kriti of 
Ki pu ( gr š sr Tyāgaraja. 


| The first ettugada svara of the Kambhoji varna begin- P 
ning with the words: Pankajākshi pai :— i 


: (jj $ Ni da ri ni da pa ga mā ni ni ) yunnadi ` 
Eri Bg) 3 5 vanna Showy ð 


mā na Manipravala kriti in 
= 5 Bhairavi. 


ichchene [s dà pa ga i ja e 





p ase rrr m 


` (A pallavi in Mohana raga). 
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2 Svarāksharsa may be classified into :— 





1. * Direct, . 9. Suggestive. 





he examples given above are all instances of direct 
k sharas. S'uggestive svaraksharas are cases wherein 
the sāhitya syllables do not possess the same vowel endings 
as the corresponding svara letters. The opening phrases of 
Syama Sastri's kriti: Durusuga (Sāveri) and Svāti Tirunal's 
kriti: Sūrasāksha (Pantrvarāli) furnish good examples of 
this latter elass :— 


SM: ih (js < «je 


pua crum `` EE ē „m |7 





(i x s 


Bà ra sa Ends = K o šā 


Combinations of direct and suggestive svaraksharas also 
occur in some cases. The following phrase, from. the 
charana of Subbaraya Sastri's kriti: Ninu sevinckina 
(Yadukulakambhoji) is a good example :— 


Ip D $; ES AP $ uw w°; 56 2] Š = 


pa da sā ra sa | yug ma |S # > w Sex 


i Manipravala kritis. > In the sahitya of these songs, 
the words of two or more languages figure and the sentences 
aro so framed and presented, as not to offend against the rules : 


of grammar or prosody. A complote idea is conveyed in each 
* P 


4 

















ease. Muttusvamy Dikshitar’s kriti in Kāpi raga? Ven katà- 
chalapate, is a good example. The sāhitya of the pallavi and 
anupallavi of this song is given below in the scripts of the 
respective languages for the sake of clearness: — 





Bí K 98 _ = 


reg Sec? =a s SA pr ' 


6 


* Anupallavi : = ; 
4 T ` Kaes € = e 
eg So¥ ten, > EL > 4 

«T : wr e à e x Š 

* Whe kritis: UNC sari dearani E "Sri 


Tyāgarāja Svami: ni mahima in. re are ako | 
meee of maniprayala kritis, fx 


Ta some WA the prasa pa beauty i is 
The jingle of the- Tecu; 7 
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ec: i Dikshitar has both the gopucheha and the ` 


S _Stotovaha types of literary beauties within it. 


‘Tn the sāhityas of songs relating to deities STEE 


Ke like Nataraja, Krishna and Ganapati, jatis are- 


introduced. Sueh solkattu sāhityas are interesting: to hear. 
“In the song Natanāmādinār (Vasanta) we have a beautiful 
passage gf jatis. 


À kriti may be the pyoduct of inspiration or of conscious 


effort. The technical» beauties mentioned above are - ‘all 


sepius of conscious effort. xq 
per 


these Stiet and literary beauties are atyled 






°. perfect composition. The non-essential angas 
may Y bà compared t to the dazzling and attraetive designs, and. 
the lace and embroidery work figuring i in costly sarees. Too 
many of the | non-essential angas tacked! on to a kriti will 
result i in heaviness and the pieceritself will not be able to 
‘sustain the ornamental ‘load. x: 


'Sinco the kriti composition alone. is pu of Dee 
embellished P such an extent Ws shown above, it is no 
. wonder that every cómposer during the Tyagaraja and 





ttal, because, even if. all these are absent, the kriti 


post-Tyagaraja Werigipabowei" a definite ies a this 


“hg for the * eds a à o ‘ew kriti, the pallaviatenttpallavi 


and the chitta svara if the composition has one, are sung in 
order and the part concluded with the pallavi. R This i is follow- 
ed by the charana. - „After this the chitta Svara ‘is again sung 
i and. the eomposition i concluded with the pallavi. If instead of 
the chitta svara, the composition has a svara sahitya, the 


ei ge, dën this technital ee at the en of the 
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anupallavi and the sāhitya part at the end of the charana. 
Each sangati is sung twice as a rule, in order to enable the 
listeners to follow the gradual changes of. the dhātu wi 
interest. A feeling of expectancy is aroused in the audien 
as they listen to the sangatis. When one sangati is sung, 
they eagerly await the next one, and so on. A feeling of 
ssthetic joy and fulness comes to them when they listen to 
the last sangati. At the conclusion of the anupallavi 
and charana, the last sangati of “the pallavi is sung, but ` 
only once and the section or the composition concluded 
(Example: Kannatandrt napi, Devamanohari). Tn the 
case of kritis wherein the peak sangatt of the pallavi (i.e. 
the sangati whērein the climax of the melodic beauty is 
reached) is not the last sangati, but the penultimate sangati, 
(Example: Bhajana seya rāda, Nata, ) the penultimate sangati 
is sung at the conclusion of the anupallavi and the ` 
eharana. The pallaviš of some kritis are provided with a 
special sangati for being sung at the eqnelusion of the | 
anupallavi and the charana. In such cases, this special | 
sangati of the pallavi should alone be sung at the conclusion 
of the anupallavi and charana and the section or the composi- ` 
tion coneluded. In kritis like Najivadhára (Bilahari), some | 

E of the later sangatis of the pallavi have small terminal phrases | 
which appropriately lead on to the next sangatis. In such | 
cases, the terminal phrase is sung during the repetition of she E 
| — in order to ey lead on to the next sangati. 








T kritis with adde of different ahatus, the singing 

f all the charanas is obligatory. Where the charanas have . 
9 same dhatu, it is open to a singer to sing one, some | 
the charanes. e the mudra charana is sung; ` 
"but some other be 
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“mudra charana, if the preferred charana has a theme appro 
‘priate for developing niraval or kalpana svara, or contains a 
nice idea or rhetorical beauty. Where the sāhitya happens to 
be richly descriptive, as in the kriti : Lekana ninnu (Asāveri), 
all the charanas are sung, oven though in this piece, the dhatu 
-of the anupallavi and the four charanas happens to be the 
same.  - 
Halting on a note may be made at appropriate places in 
"the kriti. Besides adding to the euphony, the halting gives 
breathing space to singers.. The accompanying Violinist 
also contributes his share to the general effect. A valuable ` 
sada s is provided herein for the steadying of laya and 
the mridangam player fills up this part with suitable rhyth- 
“mic display. In pieces in adi tala, the duration of the halt 
may be about à or 14 āvartas and in pieces .of shorter 
time-measures like rūpaka or chapu, the duration of the halt 
may be one or three āvartas. The anupallavi of the kriti: 
Ninu vina namadendu (Navarasakannada) provides an 
excellent example of a halting place. 


| Where appropriate, kalpana svaras alone or niraval 
. followed by kalpana svaras may be attempted. * Appropriate 
themes for niraval may be found in the anüpallavi or 
charana of a kriti. Such themes may occur at the com- 
mencement of the section or in the middle of the section. 


Group kritis 


Those kritis, which are not separate and distinct units 
by themselves, but form links in a chain of compositions 
composed on a common theme are termed group kritis. 

+ Pieces like Evari mata vinnavo and Evarani nirnayin. 















chirirā are separate kritis by themselves having a complete 
sense. ©. But pieces like Kamalambam bhajare and Saroja 
dala netri form units of a group of kritis forming a composite 
"whole. The former piece belotigs to ihe Kamalamba 
Navāvaranam ofMuttuswamy Dikshitar and the latter to the 
Navaratna malika of Syima Sastri. The number of indi- 
vidual compositions in group kritis is — either 5 or gi 


v 
The following Table gives, some of ET EE 
group kritis:— 


Table XII 


Name of the composer and Theme 


the title of the group kritis. 















` Tyagaraja’s 
q on s m= 


x 


The well-known composi- ` 
tions,.. it Nata, Gaula, 
Arabhi, Sriraga and ag. a 
of that" name. d 


A set. of five kritis composed | 
in praise of Sri Sundares | 
wara swamy of Kovur when | 
he visited that shrine. 


(2) Kovur Pancharatnam 


| A set of five kritis composed ` 
in praise of Goddess Tri- | 
purasundari of the Tiru- 
vottiyur temple during his 
visit to that place. 


9 kritis on Kamalambika. 


mi E, 
4 Pancharatnam 





Mathuramy Dikshitar" 
DI Kamalamba kab - 
. Navāvaranam 


ed i 


|9 kritis on Abhayāmbika. | 





= - 4 
3 


Table Xlll—xontd. 





Nano of these composer and 
the title of the group kritis 


a Siva navāðaranam: 


"de 


(4) — : 
Sthala kritis® 


" 6) e, i kritis 
also called 
Vara kirtanas)- 


me 


Syama Sastri's 
Navaratnā malika 


Y 


Vina Kuppayyar’s  - 


Theme 


9 kritis on Siva (Tyagaraja). 


6 «kritis in praise of the 


Stingas:— Prithirt, Appu, 
Teyu, Vayu and Akasa, 


enshrined respectively “in 


the temples at Conjeeya- 


ram, Tiruvānaikkāval, 


Tifuvannamalai, Kalahasti.. 
and Chidambaram. 


In praise of the planets :— 


Surya sun) “Chandra ` 
(moon), Angaraka (mars), 
Budha (mercury), - Brīhas- . 
pati ( jupiter L Sukra 
(venus), Sanaischara(saturn) 


“and Rahu and Ketu (the two ; 


chhaya grahas). 


9 kritisin praise of Goddess 


Minakshi of Madura. 


Kālahastisa Pancharatnam | 5 kritis on Kalahastisa 


Venkatesa 


Do. Venkatesvara 





Like group kritis, there are also the grou p kirtānas, 
` Tryagaraja's Divyanāma kirtanas, Utsava sampradāya. 
kirtanas and Samkshepa. Ramayana kirtanas are examples. ` 


D 


; The names of some of the prominent composers of kritis 
their signatures ( ankitam or mudra ) and the languages in 
which they have composed are 


E 


table:— 


Languagesi in which : 
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Table XIV. 


Composer's name. | Signature. 
e 4 





(Tyāgarāja 


Muthuswimy 
Dikshitar 





Musical Trinity 
ms wi 


Syama Sastri 
Ramaswamy Dikshitar 


Mārgadarsi 
Seshayyangār , 


Svati Tirunal 


Anapa š 
Pallavi Gopalayyar 


ei Vina Sum 
and 
















Tyagaraja 

Guruguha 

Syāma 
Krishna 


Venkata 
Krishna 


osla 


-Padmanābha 
or the equi- 
valent of 


Umādāsa 
Venkata . 


given in ine following 





Sanskrit, Telugu & 


that name. 


eh Mabaki dāsa 








4 zk 
gc EY 


he has composed. 


Telugu & Sanskrit 


5 Tamil 3 
Telugu, Sanskrit 
-Tami 


Telugu and Sanskrit SI 


Sanskrit 

Sanskrit, Sek and. 
Telugu and 
Mond Por = | 
(Sanskrit - Malayer | 


lam) 


| Telugu and Tamil e 


Telugu. = 


Telugu & SH 


Telugu. 
| Telugu ` 






su... 
Table XIV —contd. 








Composer's name. 


z - Languages in which 
Bignature. | he has eomposed. 








F 


Patnam Subrahmanya Venkatesa . EUR Sanskrit & 





lyer . | Tamil 
SA | 
Karur Dakshinamurti | : 
‘ver & Devudu Iver | Garbhapuri | Telugu 
š 4 al 
Mysore Sadāsiva Rao | Sadésiva | Telugu & Sanskrit | 
Pallavi Seshayyar _ | Sesha | | Telugu 





Kor | 
Ramaswami Sivan and TUN | 
5 pes editur t Guhadāsu | Sanskrit, Telugu and 


Leer Tamil. 
) Gopala- 
u^ Balakrishna || 








— s a 


" The eharanas of some kirtanas have jatis introduced at 
appropriate places and they provide a weleorie and pleasing 
variety. Such passages of jatis are termed solkatiu Gsrse @ 
salityas on the analogy of solkattu svaras. 


Adiya pada YAW ura (Sankarābharana) of Gopala 
krishna Bharati, some of the songs figuring in the Krishna 
lila tarangini of Nàrayana Tirtha and many Tiruppugazh 
hymns contain beautiful solkattu sahityas. Ih the Tamil 
song, Natana mādinar (Vasanta) of Gopalakrishna Bharati, 
there is a whole passage of solkattu, and like a chitta svara, 


it is sung at the end of the anupallayi and the charana. 


* Their language is simple and ean be understood by the = 


qu 


 R'ümachanira pilita Surendra (Sankarābharana ) are F 


: felt’ ‘only when the pallayi is. repeated at the EE of 
x Ben charana. 


























The Devaranāmas of Purandara Das are typical 
of devotional songs. They are the outpourings of a sterl 
devotee during moments of intense religious experience. 


average person. They are pregnant with lofty ideas andi 
contain within them the quintessenee of the Upanishads, 
They breathe the fragrance of bhakti. Clothed in delightful 
music, they touch our hearts when heard. 


As for the gānukranta-of a kirtana, the procedure is the 
same as that for a kriti with the sections: pallavi, anupallavi 
and charanas. All the charanas are however sung herein, on 
account of their devotional value. In the case of divyanama 
kirtanas of the e‘adhatu type (i. e. wherein the pallavi and 
the charanas are sung to the same dhatu), the eharanas are | 
sung continuously without reverting to the pallavi at each 
stage. Sri Rama Jayarama and Pāhi Ramachandra 
Raghava, both in Yadukulakambhoji raga, are examples of 
this type. Where the divyanāma kirtana is of the dvidhātu Kr 
type (i. e. wherein the music of the charana is different from ` 
that of the pallavi), the pallavi is sung at the conclusion of | 
each charana. Sri Rama Sri Rama (Sahāns ) and Pahi 3 


examples of this other type. It will be seen that in 


` latter case, the dhitu as well as the mātu of the char 


naturally lead en to the pallavi. A sense of completeness. is 


It may bē observed i in passing, that in ādu —. a 
like Tyagaraja’s Rima nannu brevara (Harikāmbboji), : 
ie on the borderland between a kriti and a kirtana, 





Eeer of its musical jacta and will attempt a 
beautiful niraval and kalpana svaras for the opening theme 
p the. charana. The same piece when sung in a bhajana, 
will be renderedwith emphasis on the spiritual contents of the 
sāhitya. The responses of the audience too, differ in the two 
eases. Inthe kachcheri, the listeners grow rapturous over 
the stylish rendering, the thrilling niraval and the kalpana 
svaras teeming with complex svara-group patterns. In the 
bhajana, the audience listen to the piece with reverential 
devotion and the spiritual strings of their hearts find a ready 
echo. a : 


Purandara Dās, Bhadrāchala Rāmadās, Tāllapākam 
Chinnayya, Narayana Tirtha, Giriraja Kavi, Sadāsiva 
Brahmendra, Vijayagopālasāwmy, Ramachandra Yatindra, 
Sarangapani, Tyāgarīja, Gopilakrishna Bharati, Arunachala 
Kaviràyar, Kavikunjara Bhārati, Madhurakavi Bharati, 
Mambazhakkavirayar, Ramalinga Swimi and Nilakanta 
Sivan are some of the prominent composers of kirtanas. 


Ragam alika 

Rāgamūlikās ave interesting types as showing how 
riety can be attained by couching the different sections 
of a composition in different ragas. By the term ` raga- 
malika” is generally meant the composition of that name. 
Iti isa set piece like the varna or a kriti. There are also rága- 
mālika varnas, rāgamālika kirtanas and gitas and svarajatis 
after the model of a rāgamīlika. In manodharma sangita, 
howeverthe term rūgamā'ika signifies the chain of kal pana 
svaras sung in different ragas at the end of a pallavi. Also, 
“when a musician sings slokas, pagyas, viruttams and the 
stanzas of a Tevaram or, Tiruvāchxkam in different ragas, 
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he is said to sing a rāgamālika. Brief ālāpanas of differer 
ragas performed towards the close of a concert are also 
referred to as a rāgamālika. 







RAGAMALIKA 
! 
1 | 


Kalpita sangita Manodharma sangita 





(a regular com- : š 
«position in a J < j SSES 
ifie time- S EE 
i pub pu (a) Kalpana (b) Alapana (c) Singing 
the sections SV8ras sung ofaseries of slokas or 


of which are in 


in a series of 


desya ragas} viruttams 


; s ragas, as part and minor in different 
different ragas) of the pallavi ragas!perfor- ragas after 
exposition - med towards the pallavi ^ 
in'a concert. the close of a ina concert. | 
concert. 









The rāgamālikā ( garland of ragas ) proper is a beautiful 
form consisting of a pallavi, anupallavi and many charanas, | 
The charanas are of the same length. The anupallavi may be ` 
in the same raga as the pallayi, or ina different raga. 4 

In the former case, the length of the pallavi and anupallavi, - 

: together, will be found to be equalto the length of the charana. 
` Sometimes the anupallavi is dispensed with. All the sections 

are in different ragas and the raga names are dexterously — 

intērwoven with the words of the sahitya, without affecting 

its meaning. Composers of rāgamālikas have exhibited a cer- - 

: E cleverness i in dissecting the raga names for this purpose. 


e The. musie of the anupallavi and the charanas is followed 
E à appropriate chitta gvara (solfa passage) in the respect- 
Gemeng W a short dit ES 
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svāra passage in the pallavi raga. This bridge-like comple- 
mentary svara passage serves as a connecting link between 
the music of the anupallavi and the charanas on the one 
hand, and the music of the pallavi on the other ; and-the 
transition from one raga to another is effected in a 
pleasing manner. This solfa link in the pallavi raga 
is like the coda of European music and facilitates 
the return to the pallavi. At the end of the compo- 
sition there is a string gf full àvarta or half-ávarta svara 
passages in all the ragas, but in the inverse order (viloma 
krama). This coloured solfa passage sung at the end greatly 
heightens the beauty of the composition. Longer rāgamālikas 
are divided into sections, each section being an independent 
part. The sahitya of a rāgāmālika is usually of a; devotional 
character. It may alsotbe o: on a love theme or in praise of a 
patron. 


As for the order in which ragas should suceeed one 
another in a rāgamālika, certain general principles are 
observed. There are cases wherein the composer is tied 
down to a particular order, irrespective of aesthetic considera" 
tions, as for instance when he chooses to compose a raga- 
malika embracing all the 72 melakarta ragas. Likewise in the 
Vinarāgamālika varna also, the order of ragas is deter- 
mined. But where the composer is free to choose his own 
order, the following considerations arekept in view. 


From the stand-points of bhava and rasa, there ESCH be 
a naturalness in the sequence of ragas. A feeling of abruptness 
should not be experienced when the transition from one 
raga to another takes place. 1t is with a view to avoid 
this feeling of abruptness that a complementary svara passage 
in the pallavi raga (sometimes referred to as the pallavi 
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svura) is composed for being sung at the end of each 
section. Ragas which possess one or more common svaras 
and which are able to rouse similar or related rasas (feelings) | 
can suceeed one another in a fitting manner. Ragas which 
from an æsthetic point of view can succeed one another in a 
rāgamālika are termed mitra ragas 

Closely related ragas like Darbar and Nayaki, Bhairavi 
and Manji, Ahiri and Vakulabharana, Sahāna and Dvijavanti, 
Kedaragaula and Nārāyanagaula, Varali and Vijayasri cannot 
come one after another. Any two contiguous ragas in a 
ragamalika should be melodically distinct and clear-cut from 
the point of view of the general listener. With a few excep- 
tions, janya ragas belonging to the same mela will not oceur 
in succession. Ragas of diametrically opposite rasas too, like 
Athana and Punnāgavarāli will not occur as contiguous ragas. 


Four wil be the minimum number of ragas- for a 
rāgamālika composition. The maximum number of ragas is 
sometimes defined by the theme chosen by the composer as 
for instance the Pakshumālika, where the number of ragas 
has to be 15, and the Nakshatramülika, where the number of 
ragas has to be 27 and so on. > 

In a rāgamālika the pallavi and the last charana should 
be in auspicious ragas. Ragas which can be sung at all times 
are generally preferred in a rāgamālika unless the composer ` 
is obliged to choose a particular set of ragas. 


. À person who wishes to compose a rāgamālika may 
“choose the ragas figuring in any of the standard ragamālikas 

` and adopt either the same sequence of ragas or the inverse 
5 order of their sequence. But Bhupala, which is quite a nice 
. Taga for the last charana of a rigamilika composition, will ; 


Good as:an opening raga for this form, - 


SS 
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tapes are lovely and enjoyable concert pieces. 
Besides a high entertainment value, this form possesses 
a lakshya value as well. The introduction of the raga names 
sets at rest doubts regarding their correct etymology. For 
example, from the Chaturdasa Rūgamūiika of Muthuswamy 
Dikshitar, we learn that Sama is the correct name of the raga 
and not Syama. The melodie individualities of some rare 
ragas like Prataüpa chintamani are revealed to us through 
some rāgamālikas. 

There are some tūlis which lack in one or two 
essential points relating to the lakshana of the form. The 
Yaga names are absent in some, and Ze not possess chitta 
SVAras. ` 

Raga kadambakam is the name for a rāgamālīka in 
earlier works. 

Some of the well-known rāgamālikas are :— 

(D Nitya Kalyani Rāgamāliko, a typical. composi- 
tion in 8 ragas by Sitaramayya. 

(2) Pannagendra sayana, a beautiful rāgamālika in 
8 ragas by H. H. Swati Tirunal Maharajah of 
Travancore. 

(3) Chaturdasa Hügamalika in 14 ragas by Muthu- 
swamy Dikshitar. 

In this ragamalika, the viloma krama chitta svara 
"has also a sahitya. 

(4) Apurupa raga Chatushtaya Rāgamālika (Siva 
Bhupate—Desadi tāla) in 4 ragas, and 
Navaratna Rdayamalika ( Karuninchumu 
Lokadhürc—.Adi tāla) in 9 ragas; both by 
Mānambuchāvadi Venkatasubbayyar. 
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The ragas figuring in ` ebe rāgamālika are: 


Pratāpa chintāmani, Abhogi, Vijayasri and Purnachandrika 2 
and in the Nwaratna rāgamālika, Nata, Todi, Bhairavi, 


akin sah ae jadi VN) 


Kambhoji, Kalyani, Athana, Madhyamavati, Nayaki md 


Surati. In these two rāgamālikas, each section is an inde. ` 
pendent unit by itself and is concluded by singing the open- ` 
ing theme of the self-same section; when a section is | 
over, the next section is commenced without reverting to ` 


the pallavi. 


ragas. There are ño chitta svaras in this raga- 
malika and the two halves of each charana are 
set in two different ragas. This composition 
is by Chinni Krishna Dasa. 

(6) Arabhiminam in Tamil, in 16 ragas by 
Tarangambādi Panchanadayyar. ` 

(7) Paksha mālika in 15 ragas. 

(8) The 72 Melakarta Rāgamālika by Maha 
Vaidyanatha Tyer. 


(9) The 72 Raganga Rāgamālika by Bubbarama 


eec de y ums c Es yi | 


(10) Manasapedi, a rāgamālika in 48 ragas by 
Ramaswami Dikshitar. 


> 


(11) Navaratna Rāgamālika ( Gāravamu ganna) in 
e 9 ragas by Subbarama Dikshitar. 
(12) Sriramana pad ma nayana hari, a ragamalika in 
16 ragas by Tiruvottiyūr Tyāgayyar. 
` Note.— The Sata raga ratna mālika of Tyāgarāja 


: da a garland of 100 kīrtanas in 100 different du and is a 


Seenen Sompositipd: ae 
S A - wed mE x c Tres 


mI ane rs UN 


(b) Amba nimu nera nammiti, a ragamalika in 9 ` 
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‘In addition to the above composers, Parameswara Bhaga- 


vatar and C. 5. Sissi dyer also have composed 
rāgamālikas. 


Rāgamālika kirtana is a composition wherein the 
pallavi, anupallavi and the charanas are set in different rāgas. 
A fine example of this type is the piece: Jaya Jaya Gokula 
pala wherein we come across the rīgas: Bhairavi, Athana, 
Kambhoji, Kalyani and Surati. Narayana Tirtha, the author 
of the song composed it only in Kuranji raga, but it was 
converted into a rügamállka by Tiruvottiyur Tyagayyar. 

The Tamil song, Enakkun irupadam ninaikka varam 
arulvai, figuring in the prologue to Arunachalakkavirayar’s 
opera, Rama natakam is another example of a song which, 
originally set by the composer in Saurashtra raga—Triputa 
tala, has heen metamorphosed into a rāgamālika ig recent 
timess. In this changed version, the pallavi is set in 
Kalyani and the other sections in appropriate rakti 
ragas, There are nochiiia svaras. The ragamalika kirtana 
of Sarangapani, Kanna tolli karuninchi brovumika in 
Adi tala, consists of a pallavi, anupallavi and three charanas. 
Each charana consists of four padas and each pada iS in a 
separate raga, the raga name being incorporated in the * 
sahitya of each pada. This composition stands as a unique 
example of a rāgamālika kirtana, wherein the dhatu and the 
matu are by the same composer. 

Tālamālika is a composition w herein the different 
sections are in different talas, but the entire piece itself is in 

. one and the same rāgā Asin rāgamālikas, 1 īn tālamālikas also, 
there should bea naturalness in the sequence of the talas. 

We come across talamalikas in the sphere of manodharma 


sangita as well. Herein the musician selects a pallavi and 
og S x 





be 


padas of Purandara Das (o"$5 a 
= of Muttu Pāndavar In 
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renders it in different tūlas, compressing or extending the ` 
original mnsical theme according to the magnitude of the new 

tala. It is only certain classes of pallavis that are eminently ` 
suited for this purpose. Tiruvottiyur Tyagayyar used to S 
delight his audiences by his tālamālikas in pallavis. ; 


Pancha télesvaram is a talamalika in five sections, each 
section being set in one of the five margi tālas. Tālārnavam 
was a tālamālika and its sections, udgraha, dhruva, and 
abhoga were in different tālas. Theo sahitya was either of 
prose or poetry. This is an obsolete form. 


Rāgātālamālika is a ragamalika and a tālamalikā rolled 


, Into one. . It is a very difficult type of composition and only 


composers of extraordinary skill and creative talents san 
attempt jpis type. In South Indian musie, we have a grand . 
example of this type in the monumental Rāgatālamālika 
of Ramaswamy Dikshitar in 108 rāgas and talas, beginning 


“with the words :— Natakadi vidyala. Hach section, besides 





being in a separate raga and tāla, has the name of the raga 
amd tàla incorporated in the sāhitya. Srivilāša, Sriranga 


, prabendham and Umātilaka prabandham are varieties of 
„rāgatālamālikas. 

DR E Rāgamālikas and Rāgatālamālikas are the longest compo- 
`. sitions in Indian music. ; 


: Pada 
s ue. 
. Padas (84 ugi 38s) are scholarly compositions. 
The term rada was originally used to 'Signify a devotional: 
song. It is in this sense, that we talk of the Kannada 
SX) and the Tamil padams — 
the musical parlance of the modern 


OR BR 3o oo PS 55 do die 
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period, the term is restricted to the type of composition 
which belongs to the sphere of dance music and which treats 
of the varied. aspect of nayaka-nayaki relationships. 
Although strictly a dance form, yet the pada is sung in 
concerts of art music, on account of its musical excellence. 
To understand a pada aright and to enter truly into its spirit, 
one must have 8 some knowledge of the nayake-nayakt (lover 
and the beloved) lakshanas 


One of the outstanding features of Indian culture is the 
development of the idea of sringara to a degree of perfection. 
This accounts for the profusion of songs on the love theme 
In fact there are as many songs on sringāræ as on 
bhakti (devotion). These two themes provided a fund of 
material for the Indian composers to draw their inspiration 
from. The characteristics of various types of nayakas and 
nāyakis are described in minutest detail in the standard 
works on the subject. There are names given to the different 


types of nayakas and nāyoktš. Before singing 2 pada, one 


should visualise before his mind, the situation in which the 
pada is sung, by whom itis sung and to whom it is addressed. 
There are padas sung by nāyakas, nūyekis and sakhis. 
Kshetrajna, the greatest composer of padas, has composed 
padas for almost all the possible situations conceived of in the. - 
angara sastra. ; 


_ Whereas the kirtana seeks to reach god Drog praise, 


the ZE seeks to attain the goal through love. The madhura 
"bhava method of approach to god is one of the primordia] ^ 


- concepts of the Hindu mind. The union of the individual 


14 


soul with the universal soul, the poetie coaception of love, the 


ideal of spiritualized love, the sufferings of love, the expec- 


tation of happiness or the failure to realise the goal are som 
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of the themes found in the padas. The bhava of the dhātu. and 
the bhawa of the sthitya balance each other and contribute to 
the unity of the composition The "sahityas of some padas 
contain far-fetched ideas. Most of the padas treat of gaurava 
sringara ( dignified love ). 


The doctrine, that the worship of God in the mayaka- ` 
nāyaki bhava is one of the sreshta margas (dignified | 
methods) found great support during the medieval period | 
and the earlier part of the post medieval period. Padas were 
composed in profusion mostly during these periods. AHB 





“pada compositions admit of a dual meaning: the outward % 


sringāra meaning and the inner philosophical meaning | 
(bahir sringāra and antar bhakti). The characters: nayaka, | 
nayaki and sakhi stand respectivly às the equivalents kl 
of the Lord (Paramātma), the devotce (Jīvātma) and ; 


„the Guru who leads the “devotee on to the path of | 
“mukti (liberation) by his sage counsel. The Gita Govinda | 


of Jayadeva which is the earliest work of acknowledged | 
merit in this direetion. served as a beacon-light to many 
composers of padas. Thereis s belief that Jayadeva re-incar- 


_ nated himself as Narayana Tirtha and still later as Kshetrajna, 


AN 











hero, the amil kesis, es ee instead. 


to SR on the same theme, but in different forms. 


D 


The feelings and experiences of a devotee in quest of 


Gad and d the "feelings and experiences of a woman, yearning 
for the nayaka of her choice are corresponding ones and 


these are immortalised in the padas. The language though 
Pass is — with meaning. SE E 





Whereas the Telugu padakāras a eer ag “thoir. s 
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There are padas of a purely sringārg nature which will 
not admit of any philosophioal meaning by any stretch of 
imagination. There are also the satirical padas and humorous 
padas. 

The padas of Parimalaranga contain rhetorica] beauties 
like yamakam ( Süranganayanaro). The humorous padas 
of Sārangapāni contain many popular sayings. He has 
written many padas on other themes as well. His J simala 
harinakshi ë Smo 528233, (Kalyani - Adi) contains the 
names of some ragas. The pada Avāluganti mātala 
garg e se (Saveri - Triputa ) contains the names 
of herbs. Padatinestamu 59 Sé = contains the names of 
trees. Kadapadāti raniya “8550807855 ( Pantuvarali-Adi) 
contains the names of places. Varakanyā tilaka SSS des 


( Gaulipantu - Jhampa ) contains the names of medicines. 
Kankanamu gattinādu oes» X&s*$ ( Gaulipantu - Adi) 


contains the names of jewels. 


The pada has the sections:— pallavi, anupallavi and 
 eharana. There may be three or more charanas. Theré are 
no sangatis and no terse sancharas. ` Sangatis if ied 
are only later introductions. The music is slow Hid 
dignified and flows in a natural manner. Its ‘diction is 
simple. The piece is replete with raga bhava and a sustained 
balance is maintained between the words and thé dhātu 
throughout. The charanas have the same music. Colloquial 
words figure in the sahitya The signature of the composer 
may occur in the pallavi, anupallavi or the last charana. 


In many padas it will be found that the musie of the 
anupallavi repeats itself i in the second half or the last pāris 


110 






or four times the length of the anupallavi.  Darijuchu ` 
chunnadi in Sankarābharana and Aligite bhāgyamāye in ` 
Huseni stand respectively as examples of these two types. 
In a few padas, the music of the first half of the charana is | | 
found to be the same as that of the pallavi. X mata ladina | 
in Yadukulakambhoji may be cited as an example. E 








Thus from the point of view of the dhatu, padas may be 5 
classified into :— i $ 


1. Where the music of the charana happens to be the ` 
sum of the music of the pallavi and anupallavi. 


2. Where the music of the anupallavi alone is repeated | 
in the charana. 2 


3. Where the music of all the three angas is distinct. 


.. * As for the gānakrama of a pada, it is the same as that for ` 

a kirtana with the divisions, pallavi, anupallavi and-charana. A 
„But in the case of padas like Yālane vānipai (Kambhoji) ` 
and Ayyayyo vegatayene (Nàdan&makriya) it is usual to. 
begin with the anupallavi. The anupallavi followed by the ` 
pallavi gives a *completed idea and this is a positive advan- : 
tage from the listener's point of view. In addition,the musie 
of the anupalavi is relatively brighter, inasmuch as its š 
dhatu embraces the notes of the upper tetrachord and a few 
notes of the higher octave. This in part serves to relieve. 
the monotony of the slow-time music characteristic of the 


t E ce ce uc 2 ee 
* This procedure is sometimes adopted even while singing kritis 

like Mariyadagadura (Sankarabharana) and Ela ni radu (Athana 
and for the same reason. 5 a ) SN ke: qe e * i ! 
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Svarasthana pada is a composition wherein at the 
commencement of each āvarta, the svarākshara beauty is 
met with. Sarangapani’s well-known composition in Kalyani 
raga, Adi tala, beginning with the words: Dani prayamu 
padārendlu is an example. 


Group padas. Just like group kritis, there are the 
group padas. The classic instance is the Vijaya Raghava 
Pancharatna, a set of 5 padas composed by Kshetrajna in 
honour of Vijaya Raghava Naik of Tanjore, a great patron of ` 
music in those days. a 


The names of some of the prominent eomposers of padas, 
their signatures and the languages in which they have com- 
posed are given in the following table :— 


Table XV 











ih Composer's name. | Signature. Language. 

Kshetraya ..| Muvvagopāla A Telugu 

Sārangapāni ..^| Venugopala SH Telugu. 

"Muvvalur us = Telugu 
Sabhapati Iyer | Rajagopala Es 

Ghanam Sinayya ...| Mannàruranga  ... Tougn 

Subbaramayyar *...| Muttukkumāra ... Tamil 

Ghanam ; Muttūkkumāra or } Tamil 
Krishnayyar - the equivalent 

EC e < ķ š augs Se Tamil 


> 
-* 
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Other prominent comoposers of Telugu padas are 
Kārvetnagar Govindasāmiah, Pedda Dasari, Parimalaranga, 
Kastüriranga, Yuvaranga, Merattur Venkatarama Sastri 
Sobhanagiri Vàru, Ghatapalli Varu, Bollapuramu Va 
Jatapalli Vāru, Inukonda Vāru, Sivaramapuramu Vāru 
Venangi Vāru, Mallikārjunudu, Virabhadrayya and Kavi ` 


Matrubhutayya- 





~ .Mambazha Kavirāyar has composed beautiful padas in 
Tamil. ERES e S 
Javali S 
Contrasted with the padas, which are songs of divine | 
love or earnest and respectable love, are the Jzvalts, which are 
^ songs treating of light love. They are songs of an erotic 
nature. The bright, attractive and catchy music in which 
they are clothed is mainly responsible for their popularity. ` 
The music is generally in madhyama kala. Javalis are in ` 
common ragas and tālas. Some of them are in attractive ` 
desya ragas like Pharaz, Janjhuti, Kāfi,Behāg and Hamir- ` 
kalyani. There are jāvalis sung by the nāyaka, the nayaki ` 
and the sakhi. The naytka-nayaka conventions bereft of 
Š their dignity to some extent, are seen in this form. The 
language i is usually colloquial and sometimes*obscene. 


The Jàvali had its birth in the nineteenth century. “the 
pe jāvali can be traced to the Kannada word Javadi, which 
means a kind of lewd poetry. The fluency of musical flow is 

SS? characteristic feature of jüvalis. These love lyries are 
E clothed in a lighter and popular type of classical musie. The 
deep and penetrating character of the bhāvas, and dhātus, p 
Characteristic of the pada, is ; absent in this form: Some āva 
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have sangatis- A few musicians occasionally sing kalpana 
svaras for this amorous form. There are jàvalis in Telugu 
and Kannada. This form corresponds to the ghazal of 
Hindusthāni music. | 


Whereas the padanayaka i$ a dignified character, no 
such convention is attached to the nayaka in jāvalis. The 
theme of a nāyaki pining for the lover of her choice is there” 
but both are human characters and are actuated by human 
desires and motives. The sahityas of javalis do not admit 
of the dual interpretation, agapporul (zsLGurcger): inner 
meaning and purapporul (g niGurcger) outward or apparent 
meaning, so characteristic of the padas and wherein human 
nāyakis and div'ne nāyakas figure- 


Some jāvalis like Pāripovalera (Bilahari—Rupakam): of 
Pattābhirāmayya contain rhetorical beauties. Sivarāmayya 
has composed a jāvali introducing sentences and phrases in 
English amidst Telugu words, and without offending the rules 
of prosody. The following relevant portions of the composi- 


tion will bear this out :— 


Kharaharapriya - Adi 
Pallavi. 
Oh Kë lovely ves = des S39 088 ll 


Charana. 
2. St»šol step, is it fit to take? 


Se "sit: a while here - lot me convince you ll 


- 


ovde aree ee m 
2 25500 Sime D H 


The jāvali bas the sections: pallavi, anupallavi and 
Wr There may be one or more charanas. Some javalis 


ut " m. = a : è 
es š e - A Doct 
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do not have an anupallavi. The charanas have the «| 
dhātu. Ina few jāvalis, the music of the eharana is found | 
to be the same as that of the anupallavi (Ex. Innala valegāde | 








-Pharaz) Where the length of the charana happens to Cd 


twice that of the anupallavi, the music of its latter part w | 


be found to be the same as that of the anupallavi. 


The ganakrama of this form is the same as that of a sogn ` 


with the sections: pallavi, anupallavi and charana. < 
+ Besides Dharmapuri Subbarayar (mudra: Dharmapuri), 


Pattabhiramayya ( mudra : Tālavanesa ) Chandrasekhara z 





Sastri of Bangalore (mudra : Balachandra) and Bellary 


Raja Rao (mudra : Tirupatīsa), Patnam Subrahmanya Iyer, 
Sivaramayya, Rāmnād Srinivasa Iyengar and Venkatagiri- 
yappa of Hyderabad have composed javalis. 
Daru 
Daru ( 595 Sal is one of the types of compositions 


belonging to the sphere of applied music and figures in 
operas and dance dramas. It may be on a love theme or on | 


a historical or puranic theme ; it may also be in praise of a oe 
patron. The music is ordinarily in madhyama kala. There - 


isa profusion of words in the sahitya. Arunachala Kavi — 


rayar's darus figuring in the Rama Natakam are a class by 
themselves. Each daru contains a tamil proverb, Annaswami 
Sāstri's “ Kaminchi yunnadira SoD dhs aor ” 
( Kedaragaula raga, Rüpaka tala ) in praise of his patron, 
Zamindar of Udayarpalayam, is a well- known daru. AF 


The word daru can be traged to the ancient form, 
dhruva. The pravesika daru or the entrance | song in dance 
. dramas is always a beautiful composition. Whereas kirtanas 





4 are songs in praise of God, darus are ‘songs narrating ; BE 


qe or an episode. - 





m 
e Si 


"HS 


The darus have the sections: pallavi, anupallavi and 
charana. Some of them are in couplets or quatrains. Some 
darus have jatis or solkattu (Q*7evsi-@). The presence of a 
number of charanas, the charanas being sung to the same 
dhātu is a characteristic feature of darus. Some musical 
dialogues are composed in this form: Merattur Venkatarama 
Sastri has composed some beautiful darus in Telugu. 


Jakkini darus are interesting compositions. The matu 
of the first section consists» entirely of jatis and we come ` 
across sahitya in the second part. The occurrence of 
madhyama kala passages adds liveliness to the piece. These 
compositions belong to the medieval period and we find in 
some of them, rare time-measures like Kuru jhampe 
O ls ls (10 aksharakālas for an āvarta ). 


Oradi kirtanai (prt. Bis) Oradi padam (grou 
ugt) and Oradi daru Less 5G) are long forms of the 
respective types and belong to the realm of applied musie. 
These are Tamil forms and have the divisions: pallavi, 
anupallavi and charana. * The characteristic feature of 
these compositions is the presence of unduly long charanas. 
Excepting for the concluding part, the remaining padas of 
a charana are sung to the same dhatu. Since the interest 
of the form centres mainly round its s&hitya, the repetition of 
the same dhātu does not bore a listener. ^ The charanas of 
arus haye madhyamakāla sāhityas. Long narratives, 
osque accounts of the glories of the cities of ancient 
and description of battle scenes are fit themes for 


thes long forms. - 







The gānakrama of the daru as well as the above three 
; m is the same as that of 8 kirtana. 
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Tillāna 





tillana. Its tempo is usually adi and- the mus 
is brisk and lively. The mtu consists of jatis oe | 
with svaras and ordinary words. $E 


This lively form has the sections: pallavi, anupallavi and | 
eharana. The sections have different dhatus. There are 4 
instances of tillānas with a pallavi and anupallavi alone or | 
with a pallavi and charana alone. * Such compositions, are as 
complete as the dvidhatu prabandhas, ugabhogas and kritis | 
with samashti charanas. The pallavi and anupallavi usually ` 
consist of jatis and the charana of words, solfa syllables and 
` jatis Some tillanas have beautiful sangatis. This form figures 
in the post-pallavi part of a concert programme and invariably ` 
in dance concerts. Itis usual for a Harikatha performer to | 
sing a tillana immediately after the introductory part or the ` 
purva pithika and before the commencement of the katha E) 
proper, in order fo create an atmosphere of liveliness If in 
the course of his discourse, the Bhagavatar finds that a 4 
section of the audience has gone a bit drowsy, he would re- 
establish the atmosphere of liveliness by suddenly plunging 
into a tillāna of quick tempo. 





= The gānakrama of a tillana is the same as that dā a com- 
position with the divisions : pallavi, anupallavi and charana. 


he tillāna, Gauri nāyaka (Kānada exilia 
tala) of Maha Vaidyanatha Iyer is a scholarly composition. 
‘The entire composition is in two āvartas, the first avarta — 
“consisting of words and-the second of jatis. The Kamba E 
: Ramayana tillana of Kunārakkudi Beinir is also a ` 
bg" composition, ` i A AA 
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Jāvalis and tillānas are examples of smaller forms and 
will not take more than four minutes to perform. They may 
be in quick tempo or medium tempo. 


In addition to the eomposers referred to above, Vira- 
bhadrayya, H. H. Swati Tirunal Maharajah of Travaneore, 
Pallavi Seshayyar, Mysore Sadasiva Rao, Patnam Subrah- 
manya Iyer and Ramnad Srinivasa Iyengar are some of the 
great composers of this type of composition. 


Tillana daru is a composition like the tillana with the 
angas: pallavi, anupallavi and charana. But the major por- 
tion of the matu consists of words after the model of a daru. 
Krishnaswamy Ayya’s Tillāna daru in Surati ragā, Adi tala, 
beginning with the jatis " Nadiri dani tondari dani " is an 

excellent example. 


CHAPTER VI 
FOLK MUSIC 


Few countries in the world can claim to have developed 
a system of art music. But all countries, including those 
inhabited by aborigines have folk musie and folk dance. 
Folk musie and folk dance have a distinct place in the eultu- 
ral heritage of a country. They play an important part in the 
life of the common folk. They come through anādi sampra- 
dāya. ç "Phe leveloped spontaneously. The folk music of all 
countries possesses certain common characteristics. Intended 
as they are for being sung by rustic folk with untrained 
voices, their compass is limited. They are characterised by 
simple music and easy a Folk music is older than 


art. miale: i 3 
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Under folk musie is included all the songs that | 
strictly come within the sphere of art music. Folk music 
. comes mostly through unknown authorsh!p as opposed to art 
music which is the contribution of known vaggeyakaras. 
Folk music is the foundation upon which the later classical 
music is built. Tyāgarāja amongst classical composers has 
done a distinct service to South Indian Music by im- 
mortalising many folk tunes current in his time, in his 
operas, Divyanüma Kkirtanas* and, Utsava sampradaya 
kirtanas. 


Folk music, called variously Gur zzggew ser, DIM 
"tem, Gr QU ur_6, enGured urit, denten and 
Umama is the music of the dumb millions of villagers. 
It is the privileged possession of the masses of men and 
women of a country. It affords endless solace to the weary 
"farmer and the labourer when they return home afér a day's 
hard toil. It is the music which gives infinite delight and . 
pleasure to the housewife and the householder. It is the 
music which is sung daily in the homes of hundreds of 
‘millions of men and women, old and young. It is the music 
of the masses. It is these rustic, uncouth village songs 
that have a pedigree longer than that of classical music 
` Folk songs have a charm, all their own and please as the 
moment we hear them. As examp ‘es of simple beautiful 
melodies, they rematn unsurpassed. For a proper appreciation 
of classical music, one needs to know its science. Classical 
music is generally confined tothe metropolis and to some 
; important towns and centres. Occasionally we hear classical 
‘music even in rural parts, but such parts always happen to be 
xusical centres or are connected with the name of some ` 
SE musician w i there: ot a 
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not far off date. To listen to folk songs in their 
pristine purity, one should go to villages removed some 50 to 
60 miles away from the railway station, or to places that have 
not yet succumbed to the influences of modern civilisation. 
Classical music is essentially intellectual music and is the 
music of the upper ten thousand. 


Folk songs are perhaps the one means of discovering the 
real feelings and ideas of a people. "Verses are added to, or 
subtracted from, as new ideastcome in and old ones pass away, 
The up-to-date inner feelings of a people always find express- 
ion in their folk songs. Although these songs never rise to 
the level of set literature, yet they are the faithful reflection 
of all popular sentiments and beliefs. 


There is a profusion of folk songs in the South Indian 
languages. Their dāātus or musical settings have a peeulia- 
rity of their own. With the exception of the prati madhyama 
(tivra ma or F sharp) all the other notes of the gamut figure 
in them. Since the notes are, in most eases, sung in a 
plain, unadorned manner and since the compass of most of the 
tunes is limited, it isnot possible to assiga specific ragas to 
these songs. Some songs are very crude, uncouth and primi- 
tive and comprise only three or four notes. But marriage 
songs and folk songs of a refined nature are in well-known 
oldand popular ragas. The Kuranji raga has its origin in 
in the kuram songs. Some songs are literally packed with 
words. The music and the sahitya being simple, there 
is no place for sangatis (variations) and vowel extensions. 
The varek gamaka (grace) is present in some songs. The 
compass of most folk songs embraces the upper tetrachord of 
the lower octave and the lower tetrachord of the middle 
octave. Songs are mostly i in couplets and quatrains and the 
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division into pallavi, anupallavi and charana is noticed only 
in a few instances. Of.the time-measures, Adi, Rupaka and | 
Chapu inclusive of the Misra, Khanda and Tisra varieties 

° are frequently met with. Songs in tisra gati are also met 
with. Though many songs begin in sama graha, songs 
in the anāgāta graha are not uncommon. The tunes of 
the songs used in sorcery, witch-craft, demon worship and 
Kali worship are of an awe-inspiring character. 


The theme of a folk song is“ never serious and the 
language used not of a high order, The laws of prosody ‘are 
surprisingly enough adhered to. Some folk songs teem with 
thetorical beauties. The fantastic antya prasas present in 4 
few songs, add to their humour and general effect. So. etimes 

- we come across songs in the andadi (2578) style. In 
South India, there is a folk song for every event in life.' 


. The ideas in the sāhityas of some folk songs are highly 
suggestive and thought provoking. There is the famous 
» story told of the great Tamil poet Kambar, that one evening 

- he heard the men working on a well sweep or picottah (ap) 
_ sing a song and as the sun was sinking in the western horizon 
— they stopped with the line: sepat elu Gus, AG ue Er 
_ (On the leaf of the bamboo tree, the sleeping dew drops), The 

poet was wondering what the succeeding line could be. He 
brooded and brooded and nothing struck him. His curiosity 
Was 80 much roused that he resolved to Spend the night in the 
open and wait for the morn, when the men would come 
back for the work. The morning came and the workmen, 
fresh with vigour resumed their song. They continued, 
abelian Gule srūgiuahtūr, sri ue Sege Er TCI 
"Portier (tho sleeping dew drops, disappearing before the 
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sun). On listening to the second line, Kambar was filled 
with amazement and wondered that the logical idea 
contained in the second line did not strike him. The popular 
saying: e ën ur @š@ ef Out géifen (There is no 
counter-song, to a well sweep song)?has come into existence 
since that incident. 


The folk songs of South India are a treasure-house of 
historical and sociological information The occupational 
songs, tribal songs, matriage songs, worship songs and 
ballads especially contain a mine of information. Songs rela- 
ing to palmistry and astrology and stanzas relating to tho 
curative properties of herbs and herbs useful for curing 
particular diseases are interesting. On the lighter side, 
we havethe humorous songs, teeming with meaningless 
alliterations, fantastic rhymes and lazy colloquialisms. The 
unconnected nature of the topics dealt with in the intermin-' 
able verses of folk songs is due to the fact that from time 
to time new verses on'current events andļincidents have been 
composed and added. For instance, in the Muttu Virāyi 
Pāttu there is a stanza containing a reference to the 
Whiteman’s money; in the Muttālamman Pāttu there is a 
reference to the bamboo bobbins and links of a cotton mill. 


In addition to being a stimulant to workers, occupational 
Songs serve to regulate the work by their rhythm. When 
the amount of work turned over during the duration of a bar 
or āvarta is known, it is possible to calculate the total 
amount of work that will be turned out at the end of the song. 
For example, imagine a huge log of wood being pushed by 
a batch of workers from one place to another. Simultaneous 
push by all, at the precise moment is very important for the 


successful accomplishment of the task. The tune used in 
16 
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auch cases furnishes the clue to the moment when they g 


all apply force. — z yA as 
In the following simple tyne, all the workers simult: 
neously push the log when the two underlined notes (shadj 





are sung :— 


Kharaharapriya notes - Adi tala ( Tisra gati ). 
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‘From the distance travelled by the log in the s space ¢ 

- ene awarta, it will be possible to say when the log will m: y 
on to the required place. Rowing songs wherein the oars ` 
“gre dipped into water by the crew at regular intervals and 
~ pounding songs wherein the pestles are lowered at regular 
intervals to crush the grain are other instances of songs for — 
-concerted action: S 


Labour songs serve to zeliega the dullness and monoton 
„of the work and also lightens the strait to some extent. Thi s] 
"sāhityas of some of these songs deal with the details of their | 








| . time-honoured oceupations like mat-making ete. 


.*.. Some folk tunes have specific 1 names. When such a name | 
is mentioned on the top of a song every “one knows how m 
- fo sing it. Such names as Anandakalippu, Nondiehindu : 
. and Lavani may be mentioned in this connection, Even in 
= ases where two or three different varieties of ‘tunes exist 
under the same name, the metre and the structure of the song 
ive the clue to the «a tune ger is e 
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ig al UO PER of India are as proud of their folk 
music as their brethren in Bavaria or Ireland. The instru- 

ments used by the rustic folk for accompanying their music 

and dance are crude ones. » They are mostly percussion 

instruments and wind instruments. Stringed instruments 

like the Nanduni and Vina kunju are used ou the west coast. 


The catchy nature of folk tunes has attracted the 
attention of many 4 classical composer. They wrote their 
own sahityas for those tunes and thus contributed to the im- 
mortality of those tunes. The names of Tyagaraja, Gopala- 
krishna Bharati and Ramaswamy Sivan may be mentioned in 
this connection. Many folk tunes have found a place in 
 Bhajana songs. 
: Classification. 
From the musical point of view, folk songs may be. 
classified under two main heads :— - 


1. Those of a rustic nature—e,g., the agricultural, 
craft, and oceupstion sangs. 


9. Those of a refined nature—e.g , the puranic songs 
and marriage songs. 


_ Songs of the former class are mostly found in rural parts 
and are current amongst the lower strata of society. The 
music though crude is nevertheless charming. Songs: of the 

* Jatter class have a somewhat polished musie and are in some 
of the well recognised ragas. The Padyam (usu), Lali 
(ered), Nalangu (reg). Oonjal (=re5+6), Odam (p-b) and 
Suvvi (Agere ) are all instances of this class. S 


- Amongst the Badagas of the Nilgiris, one comes across 
genuine examples of primifive music, ž 
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There are folk songs intended for being sung by: 


(1) Individuals, (2) Groups and (3) An individual 
and a group alternately. Apt choric phrases E 
the group will be found in this third case, 


There are folk songs intended for being sung by men alone 
and women alone and also songs to be sung by both of them. 


From the point of view of their subject matter, folk Songs 


muy be classified into :— z 


i. Moral Songs.—Teaching morals and principles of ` 
ethics and the way in which one should conduct oneself in 
society. 


9. Philosophical and proverbial songs.— Teaching the E 


philosophy of life and containing adages, old proverbs anā 
Sayings of great sages. 


- 8. Ceremonial songs.— @sróyù ur Gser, scm 
uri Osa; Songs sung on occasions like birth, nàmakaranam ` 
(naming ceremony), cradling, marriage, death ete. 


The Badaga and Coorg songs of this class are especially | 
worthy of mention. : 


£ Labour songs.—Under this head come the occupa- 

tion and. craft songs, milkmaid's songs, songs of the 

: cartpullers and drawers of water from wells for irrigation 

. Purposes and generally the songs of the working classes. 
. The barge songs (L Qr i c wr@ser) and the Malabar . 
“boat Songs come under this group. Songs of this group are ` 
. Generally in the vulgar dialect. "The pestle songs (pees - 

STEP) and the Vallaippattu (wor 2rd) sung by women 
reg the gram sre wellknown, = 






= 
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The musie of the Doli bearers on the Tirupati Hills, 
which consists of only three notes, is an interesting sxample 
under this group, and contains traces of primitive music. 


6. Agricultural songs.—Under this head, come the 
songs relating to rainfall, songs relating to the various 
seasons of the year and songs sung on the occasion of the 
sowing of seeds and planting of crops and the harvest songs. 
The: (2:230. A) ploughwoman's song, vewears urG, 
Sarr OC, sc eu BE, e 5o ur and griu @ 
come under this group. In the wheat plains of the North, 
singers and drummers are engaged during harvest time to 
perform. The labourers working to the accompaniment of 


music and rhythm turn out more work. 


6. Cradle songs.—Mothers' songs (lullabies) composed 
for and sung to children. There are many such swing songs 
(ate ge g srra) in the South Indian languages and 
most of them are either in the Nilāmbari raga or in the 
Anandabhairavi raga. 


7. Devotional and Worship songs.—Songs of prayer 
and songs in praise of the presiding deities of villages. 


The Sopānam songs of the west coast and the Pujārip- 


paitu (ys um6) and the various songs sung in 


Mariyamman and Kali temples are examples. 


8. Tribal songs.—Every tribe in India has its own : 


,charasteristic song which relates amongst other things the 


origin and history of the tribe, its great ancestors, its 
hoary traditions, i its time-honoured profession etc. ete. These. 
songs consist of a series of stanzas and the tribes take a 
patriotic aie in (ee In faet on the occasion ās 
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of important annual celebrations, the tribal song is given ` 3 
precedence over others. 


9. Craft gongs. —The sahitya herein relates to the 1 
technique of their calling, like the process of mat making eto. A 
3 


A 


10, Historical sóngs.— These are in the style of the ` 4 
ballads and are of popular interest. Their themes relate to 
historic events of great significance. Raja l'esingu. songs, 
Bobbili Pata, the powādas of Mahārāshtra and songs about ` 
the conquest of India by the British are only too well-known. 3 


11. Epic und Puranic songs.— These are songs cele- yA 
brating the valorous deeds of the great epic and puranie — 
heroes like Rama, Krishna and Murugan. There are 
countless numbers of songs of this type current amongst tae ` 

masses. Songs on heroic themes have a powerful appeal. ; 


19. Songs in praise of local heroes —Every important 
village has its own hero and there are songs in praise ` 
Of such heroes. The Umayyan püttu and the Chandana 
Devan pattu are well-known examples. : 


13. Congregational Songs.— Songs for groups: the 
Kummi (g44) and Kolāttam (@srer ww) songs. - 


; There are various types of kummis ranging from the 
T. ‘simplest to the most complicated. The songs for Pinnal 
ien are pAninieeting, ; 
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.. party and bride-groom's party during marriage dinners provide 
a good deal of mirth and merriment. Women skilled in. 

singing “such songs (sues fi un @ser) are Sam A 

specially engaged to sing on behalf of each party. SEP 


16. Songs for games.— The’ Küahakkoli E the 
ammanai songs (songs for a game with three wooden balls.) 


17. Songs relating to cures of ailments.— Remedies 
for the various ailments and the curative effeots and medicinal 
properties of herbs are mentioned in these songs. 


18. Songs figuring in folk dances, folk dramas and 
folk festivals.— The valandanai and oyil of Pudukottai, and 
pallu, the songs of the gipsies, wandering minstrels and 
fortune tellers, the songs heard during the javandarai festival, 
the music ofthe nondi natakam, kuluva nātakam and the. 
kuravanji natakam (dance drama staged in temples), the 
songs figuring in the kaikotti kali and tiruvatira kali of 
Malabar,the gobbi dance, the garba dance of Guzerat, the 
Ràsa of Bengal and the songs sung during the performances 
of bommalattam (muuwa sgp or puppet show) and 
torpavaikkuttu (marionétte show or show with leathern 
puppets) are all interesting. 

. 19. The Arti songs of the different provinces of India 
have fascinating melodies. ` 

90. Miscellaneous :— Under this head come all the” 
comic songs, balfoonery songs (Šērerefli ue. e$269550 
gt, Cap Zeen 6), musical dialogues and the various 
popular reels and jigs. The spicy humour contained in some 
of these songs will send listeners into roars of laughter. The 


-buffoon song = anak yx dei Zei ezg=b anae 
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Geer” is known throughout Southern India. The musi 
dialogue between a kuravan and kuratti beginning with 

words :—“ Arupattu nàlu muzham " (42453 ergy ago) 
interesting both on account of its catchy musie and its er sp 
ideas. The satirical extempore songs of the palanquin bear 
on the hills having a sharp revenge on stingy employers are 
only too well known. The Themmangu (Thenpangu is 
more correct term), Teppàn, Lavani, Kuram, Odam „and the 
other “Every day songs’ of the unlettered folk which have 
a mere ephemeral existence (often & few months or sometimes 
a few years) and then sink into oblivion like “Sri Rama 
Chandirane ” and “ Andi Pandaram " also come under this 3 
group. Songs on nature themes (Qu gests ir @) also existe 

Chindu is a highly popular form of folk | 

Tt consists of several stanzas. The music of the different d 
stanzas is the same, There are several well-known E 
chindus having distinct tunes of their own. The Kavadi- 3 
chindu (pilgrims’ song), Nondichindu, Surul nondichindu ` 
(er Garang shes), agan and the Vazhinadai 
ehindu (ap swf g) are some of the varieties. The last A 
. mentioned type helps one to get rid of the tedium of journey. : 3 


d 


Characteristics of Folk Songs, 


l. The musiealrange o! the folk songs is generally 
š within one sthayi (octave) and it is so, because they areinten- ` 
ded to be sung by village folk who rarely have the opportuni- 


ties to develop the compass of their voices hy the, practice of 
technical exercises. 


g Songs i in the prati a ragas and apuria 
sys wu. — 
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08. They are very simple and uncultured in their 
_ -poetical form. 

4. The theme chosen is often commonplace. 

5. The music is simple, homely and catchy and 
impresses the moment one hears it. 

6. Songs are generally in stanzas, each stanza having 
the same music. Occasionally there is the division into 
pallavi, anupallavi and charana. Songs with these divisions 
must have come into existence any during the last five 
hundred years. Y 


7. Sangatis or variations and gamakas and other techni- 
ealities generally speaking, are absent. The varik gamaka is 
however found in some songs. 


8. A good number of songs are in sankirna ragas and 
‘in very simple talas or time-measures: . Some of the 
recognisable ragas in folk music are Anandabhairavi and 
Nilāmbari ; and Nishadantya, Dhaivatantya and Pancha- 
mantyaragas like Nādanāmakriya, dem, Kuranji, 
and Ņavaroj. 


Primitive songs when heard give the impression that 
they are being hummed to some inartieulate syllables. 


The village folk ‘have their own indigenous system 
of dance, with appropriate music. In addition they have 
- ‘their own crude bands consisting of metallic horns, -bamboo 
flutes, castanets, sticks, cymbals and drums. 

Music plays as important a part in the life of the common 
folk as in the case of the refined folk- „Although folk musie 
may not move a person and lift him up to serene heights and 
make him commune with Nature, i: has nevertheless an 
unfailing charm. The wandering minstrels of India have 


kept alive certain classes of folk songs. Singing games like 
17 ° 
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the ammünai, provide a RS pastime. The . ja pe 
manoes given by young trimly elad girls, with i their stie 
about a span long and painted red and yellow are a treat 
the eye and the ear. 
Girls and ladies playing lian are geg in t 
sculptures in (1) the mantapam in front of the Nataraja shri 
at Perur, (2) the southern outermost prākāram (corridor). 
ihe temple at Rimesvaram and (3)the Achutappa Bhup? 
mantapam at Avadayārkovil. The graceful postures of t 
jel ers responding to the parters on their left and right. 
are hy of special attention. 
EE folk. songs, we come across pieces of varying grades 
of chat quality — from the simplest sing song tune, 
` the song almost bordering.on art music. Nursery “songs, 
` agricultural songs (er à puni Bech Gadia), puranic song 
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(urtemi or Gao), songs on village deities (Erreur zeg | 
um.) and songs" "relating to pregnancy Losse 8) and 
“games of girlhood, shepherds songs; potters songs, and songs | 
X during husking “of rice are instances of simpler folk 

"Songs of varying grades of musical quality. Some folk songs , 

* are literally packed with words. | 
"The masses have been made familiar with puranie stories. 
* through the form, odam or kappal (gL or SE The | 
: Phe Ramayana odam is a well-known composition ` liar 
° to the ladies of the Tamil nadu. In the odam, the introduc- E 
tory part and the concluding part are sung in slow ‘tempo and 
the bulky middle part called mudugu (ve) in quick tempo. ` 
E ‘The Roga odam Ins pc) is an interesting. “composition 
. glvinga catalogue of the well-known ragās. Some folk songs 
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-~ CHAPTER VII 
eo 4 “MUSICAL INSTRUMENTS 2 








India possesses a rich variety of musical instruments. 
Almost all the types, representative of-the stringed, wind and 
-pereussion groups are seen here. Gourds, bamboo, canes, 
reeds, jack-wood, black-wood, earthen-ware, the skin of sheep, 
calf, buffalo, varanus and silver, bronze, brass, copper and 
iron amongst metals are ths materials used in the me s 
ture of musical instruments. The plant, animal and i in 
kingdom have contributed their share in the mi 
musical instruments. Gamakas being the life AX souk zA | 
Indian music, instraments like the svaramandala and yazh- 
Loscht "which were not k of producing gamans, adi 
ally fell into disuse., e 





The “subject of insi snuinontation (ie, the huy of s 
characteristics of various instruments) is one of absorbing > 
interest. Instruments of varying degrées of loudness, eom. : 
pass-and tone-colour are met with: Instruments, like the 

; gotuvādyam provided- with sympathetic strings and 
with facilities: "for ‘the accurate adjustment of sruti are 
of interest from the acoustical and physical peints of view. | 

The. decorative , "work on some instruments contributes to 
> their dignity and aesthetic appearance, 


1 pom - Classification 
ec : Musical iekšas, are generally clnssifiod- into :— 

x em Stringed i instru ments where the sound is MER | 
ced by setting in vibration, strings. 
ga Wind instruments, where the sound is produ 
` be the à. es of a column of air iu the CS 
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(3) Percussion instrament where pe eund 
produced by the vibration of a stretched 
brane or skin or a piece of metal or wood. 
tala vàdyas, the sound is produced either by strik- 
ing, plucking morsing or stroking the drum-head. 


SE instruments, (also ealled chordophones ) e 
the tata qq vādyas and wind instruments (also called 
cerophones) are the sushira gp vadyas. Percussion 
instruments of the drum class are called avanaddha 
dde vadyas (membranophones) and those of the cymbal 
and Castanet. varieties as ghana wa vādyas (autophones.) E 
eroism, Daris Ged, Gsre sað and scrisa are 


. the respective names for these four types of instruments, ic i 
Tamil. - 


L Stringed Instruments are of three kinds :— 


(a) Those performed on by friction with a bow; ex. the | 
violin, sarangi, dilrüba, bālašarasvati ( favüs or 
mayūri, wera ux ) and esràj. 


. "Ravanastram, the earliost bowed instrument known 
-~ to human history had its origin in India. T ` 


E: - (b) The pleotral i instruments, where tās. er, are 
SC plucked by: a plectrum or the fingers and played: S 


= 

Ge ex. the vina, ` rudra” vina, gotuvidyam, gitar ` 
(also called sundart the beautiful) svarabat, (the — 
more correct name however is svaragat), sarode, ` 
nanduni, ea. and ud Thé rone | 


” 
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(c) Those struck with a hammer or a pair of sticks 
either mechanically or otherwise; as the piano-. 
= forte, svaramandala and the gettuvadyam. 


. OF the stringed instruments, some like the tsmbura, 
tuntina, ektar and gettuvadyam are played on open strings 
and the rest like the vina and violin, stopped and played. The 
vina is an example of a stringed instrument wherein some 
strings are played as open strings (ex. the 3 tala strings) and 
the rest stopped and played (ex. the four playing strings), 


N. B.—Playing on oven strings means causing the entire 
length of the strings to vibrate all the time, as for instance 
while playing the tambura. Stopping the strings means 
causing a fractional length of the string to vibrate; for 
example when a finger is placed on the finger-board of a violin 
and the particular string bowed, ‘the fractional length of the - 
string from the bridge to the point of contact of the finger - 
alone, vibrates. | 


The plectral and bowed’ varieties (where the strings are 
stopped) admit of two varieties :— 


(1) Those with a plain finger-board as the sārode and 

— the violin, the strings being stopped by the fingers 

mE or by a piece of wood held in the hand.as in es 
gotuvadyam. 


.(2) Those with a finger-board with frets as the vina, 
"sitār, dilrtiba and tavūs. 


The plectral instruments may again be classified into ;— 


D those wherein the left hand fingers are in direct 
contact with playing strings asthe sitar and 
qua: AAG er es 


zr 
















du AD 
(2) those. wherein the playing strings are in 
with an intervening objector. mechanism. 
operated by the left hand; ex. e on 
- balakokil and bulbul tara. 

The pléetral instruments may also be ie ssi 
“those «herčin"a wire plectrum is used (ex. sitar) and th 
wherein a horn plectrum is used (ex. svarābat). SEE ^ 


The piano and the bulbul tara are instazīces of stringed 
instruments ege, with a key-bofrd. . gd 
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SPIES Wind Instruments arg of two kinds :-= SS 


Čo) Those wherein the. Eege is “supplied. b some 
: ` v 
wr CUPS * The organ and the ‘Harmonium are instances : 
AC this lasa?” l 

Se mi ‘Those wherein the wring’ is supplied by the breath 
of the performer: 3 

Here again, we have the mouth-blowa — 
varieties. : SCC S 12 Eege 3 





„mechanical contrivance; commonly ` a 





=. *nāgāsvaram, "maks el: 
T instances of this class. a aao : 
a Those wherein the wind is blown throug ks 

in the wall of ment ‘the flute.. | e 











s inā; ipatroments are either of the wood- wind type like 
the nāgāsvērām, clarinet or oboe, er of the brass-wind type, 4 
like ihe tiruchinnam and kombu (meíallie horn). 

A s sz s * 

IH Instruments bi Percussion, are “usually time- 
a instruments. A few like the nagara and bheri are 
used in war These two instruments were also “used. in the 
village dook-sute ih former times, to warn the villagers, ` 
whenever robbers and marauding plunderers were. sighted 

at a distance. Some drums like the tamuku andparai . 
are used by the State for publicity purposes. 


3 «O the olds of drums belong the” SE tabala, 
nagara; tavil, -dolak, damaru, mardalam, suddha maddalam, 
Se udal, davandai, and pambai. Ze 


Es 


= 


= 


Drums may be classified into = S SÉ: 
imr Those played by hand ; ex. mridangam. : 
bm played by sticks; ex. damātum. ° 


3) Those played Ges m hana and partly by stick; 
aie. maed. moro š 








4) Those ° whieh "are feck, ex. the: damaru and 
š budubuduke. < The instrument. is rattled £ e, 
3 rocked toand fro, to enable the knotted end of the 
string to strike alternately against the ‘two ins 
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(5) Those wherein one side is Bice and “the ot 
side is stroked ; ex. the perumalmadu drum. 


Drums may further be classified into:— 


(1) Drums with a single face. 


(2) Drums with plural faces. 


The latter may be classified into :— di 


(1) Drums with 2 plain face as the udukkai udi 
panchamukhavadyam. 


(2) Drums with complex faces i.e. with two or three 
concentric rings of skin; as the mridangam an 
tabla. E 


"The mridangam stands as the finest example of a double- ^ 
| faced drum with complex drum-heads. On simpler drums, | 
' characteristic rhythmic phrases or solkattu-patterns are E 

played. : "d 
Several kinds of cymbals are in use. ‘These are. 
exclusively time-keepine instruments and are made of metal. 
The jalra is a good example. itis largely used in Bhajan d 
"parties and Harikathas. Larger cymbals (Brahma talam) are ` 
used in temple ceremonies and bands. Different kinds d a 
castanets are also common throughout India. ` iiu 


K 


| Percussion instruments may be broadly classified E : 
0 those with whi Ya regular cross-rhythmical | à 
 &ccompaniment | be provided in concerts ; ex. 3 
mridangam, tab Sien tavil, SC get | 
‘and Ile: eu. à j; i i 












jenes 






Tāla vādyas ‘may be classified into :— 

(1) those which are indispensable in concerts like the 
-. mridangam or tavil or tabla- These are the 
pradhana tala vadyas. 


(2) those which can be used at the option of the 
performer or singer, like the kanjira, ghatam, 
dolak and conch. These are the upa tala vadyas. 


Tala vadyas may agaif be classified into :— 


(1) those which can be tuned to a desired pitch; like . 
the mridangam and tabla; and 


(2) those whose pitch is determined at the make, like 
the ghatam. 


Of the time-keeping instruments, the ghatam and 
morsing are of special interest. The ghatam is the only 
rhythmic instrument without detachable parts and made of a 
single material. In morsing, the projecting tongue is plucked 
-by the.right hand and the mouthļacts as the resonator. 


-Konugol is the art of reciting jatis in a pleasant manner. 
This.type of rhythmic accompaniment provided by man is a 
peculiarity of South Indian music. “In addition to the 
primary rhythmie syllables like £a, di, tom, nam, other 
euphonious and rhythmic syllables are used. The jatis are 

ed recited sometimes in a prosaic manner and sometimes in a 

musical manner. Konugol solos when rendered by melodious 

-and impressive voices will be interesting to hear. Experts ` 

in this art are able to recite jatis even in the sixth degree — 

! of speed. This art-affords a of. scope for the exercise à 
of one's creative faculty. 
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Concert Instruments in gen al 
into :— / 
(1) Bruti vadyas, which are mes used oni 
drones; ex. the tambura and the ottu. mod 


(2) Tala vādyas, which ure instruments used only 
rhythmie accompaniments: as the mridan i 
ghatam, kanjira, tavil, dolak, morsing, geti 
vadyam, jalra, chipla and silambu. 

(3) Sangita vadyas, with which musical pieces a 
raga ūlāpanas could be played ; as the vina, 

< gotuvadyam, flute, nagasvaram and jalataran 


(udaka vadyam). T 


sented in the stringed, wind and percussion. "varieties. 
- following table gives examples for each of these :— 


Table XVI 
Used as 










—sruti vàdya ..: 
—tala vadya ` ...| gettuvādyām. 
—sangita vādya...| vina, violin and gotu 

: ; vadyam. po 











otia. sruti upinga ani 





—sruti vidya TS 


^ —tala vàdya. 





" 
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Of the strings which are used for stopping and playing 
musio, the string which gives the highest note is always 
reckoned as the first string and the other strings in the 
decreasing order of pitch are numbered accordingly. In the 
vina, the strings are always kept in medium tension and 
played ; otherwise, the pich of the strings will get altered, every 
time they are pulled or deflected for the purpose of producing 
a gamaka. In the gotuvādyam and the violin however, 
where the strings are not pulled aside for the production of 
gamakas, the strings are kept in a high tension. 


Other systems of Classification. 
From the point of utility, musical instruments are 
classified into :— 


(i) those used in concert music; like the vina, gotu- 
vadyam, flute, mridangam and jalatarangam. 


(ii) those used in temple music; like the metallic 
horns, trumpets, -bhüri, kudamuzha Le oc 
and udal. : 

(iii) those used in martial music; like the conch, 
dundubhi and bheri. 


(iv) those used in folk music; like the nanduni, nedun- 
kuzhal, kombu, potdrum and erude iron cymbals. 


Musical instruments are either monophonous i.e. capable 


of giving only one note at a time ( ex. human voice, flute ane 
_nāgasvaram) or polyphonous i.e. capable of giving mord 


than one note at a time (ex. vina, violin and jalatarangam). 


Concert instruments like the vina, flute and gotuvadyam 


` enjoy the status of primary, instruments ; while others like 


ES ov 
= 
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the violin and sarangi are mere accom: 
instruments are either performed solo or 
ment of other instruments. © Eminent viol inists give 
performances on their instruments. The violin on su 
occasions attains the status of a primary instrument. ` 










Evolution 


Of the stringed, wind and percussion groups 
instruments, the pércussion varieties are the oldest. W. 
come across wind and stringed instruments. at somewhat later 
stages of human history. Before the highest type of the 
percussion group was reached, many forms of wind. instru- 
ments had come into existence: and like-wise before the 
highest type of the wind instrument group was, reach 


many forms of stringed „instruments had come into 
. existence. i i 


The following instruments Mashala sdtuhiy the main 
. stages of evolution under each group:—  - : 


Percussion group:—. 

a (1) Stone-gongs and rude castanets. 
(2) Metallic See | 

3 (3) Xylophones. ” 






(4) Drums with an open frame ed. tabata, 
i ou ag kanjira. vika 
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(7) Drums with skin on both sides like the dolak and 


tavi! 
(8) Drams capable of being tuned to a desired pitch as 
the mridangam ; such drums have complex drum 
"t heads. 


„Wind group :— 
(1) Horn, kombu, and long musical pipes without 
finger-holes. » 
(2) Gourd pipes. 
AD Reed duleimer ; pan-pipes. 
~ (4) Musical pipes with a few finger-holes. 


"mm Musical pipes of the flute species. with 7 or 8 
finger-holes. 


(6) Musical pipes with mouth-pieces as the 
nagasvaram and sanai, 


(7) Wind instruments with & key board; ex. the 
harmonium and the organ. These instruments 
are of European origin and are only a few 
centuries old. 

SE group :— 


* 


| ` (Here the plectral varieties precede the bowed 
` varieties). 


* (1) Bow-string, pināka, and the harp. 
(2) Theļprimitive lute. š 


(3) Ektār and tuntin& with resonators. i 


R ZARS 
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(4) Instruments performed on with a primitive bow | 
like the Ravana hasta, s 


(5) Svaramandala. ` 
(6) Vina with movable frets (eka, raga mela vina). 


(7) Vina with fixed frets e.g., the Rudra vina and]the- 
Sarasvati vina (sarva raga mela vina). 


(8) Mahanataka vina (gotuvadyam). 


(9) Bowed varieties of the advanced type: the violin 
and the sarangi. 


10. ‘The mechanically plucked or struck varieties 
and provided with a key-board ; ex. the harpsi- 
chord and the piano. 


The remote ancestor of the piano, is the sata 
tantri vina of ancient times, played by a little 
hammer. 


A detailed study of a musical instrument can be ? 
made under the following heads :— 


L Its name; significance if any, attached to the name. 


2. The main head and the sub-head under which it can 
= be classified. ; 


Ee Polyphonous or Monophonous. 


` 4 Materials used in its Ee 
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6. Its construction and the names of its parts. 


7. (a) 1f a chordophonie instrument, the number of 


strings used ; of the strings used, how many are 
of metal or of gut or of silken thread wound by 


. silver coil The gauge numbers of metallic 





strings. The notes to which the strings are tuned. 
The strings that are stopped and the strings that ` 
are played as open strings. If provided with tala 
strings and sympathetic strings. 


If an erophonic instrument, the number of its 
finger-holes. If it is a keyed (ex. clarinet), or a 
key-less ( ex. Indian flute ) instrument. 


_, (c) If a percussion instrument, the number of drum- 


heads, and ifthe heads are simple or complex. 
The dimensions of the drum-heads and if their 
pitch can be increased or decreased. 


- B. Its compuss. 


9. Technique and styles of play and the technical terms 


- used in this connection. 


10. Possibilities in speed and limitations in E playing 


of gamakas. 


11. Whether used as a primary instrument or as an 
accompaniment or both. 


12. “Whether a concert instrument, or one used in temple 
music, martial music or folk music. 


1:849. "Whether emet extensively or cultivated only hy 


4 


a few. ` 


2 x 
S 
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14. Places noted for the manufacture of the instrume: 4 


15. lts geographical;distribution. 





16. Its origin and history. The various stages through | 
which it passed through before reaching the final 


form. The names of the early pioneers and the 
later specialists in this instrument. The various 
works in which it is referred to. 


Š 
Orchestra 


SH 


| 
d 


One of the note-worthy events in the history of Indian 
concert music in recent times, is ths development of ihe 


orchestra; 4 by Indian orchestras have now become 





popular throughout India. The possibilities of orchestral - 


> music have however, not yet been fully explored. 


Small orehestras in some form or other have-been in 
“existence in India from early times. We hear of the brinda 
gànam and vamsaka brindam in early literature. The 
` maubat (literally nine performers) stationed in baleonies over 
the arched gateways of cities, palaces, mansions, mosques and 
important mausoleums and tombs and the peria melam (the 
Tanjore nāgasvaram band) were later developments. It is 
recorded. that Emperor Akbar, took delight in performing 
in “the naubat. In all these cases, the instruments merely 
repeated the chosen tune or tunes in unison and perhaps 
occasionally doubled them in the octaves. The number of 


performers | usually ranged from five to twelve. 


D 


dade SEE a cart definite proportion i in 
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volume, at the same time giving an effective and proper re” 
presentation to thé tone-colour effects of the different instru- 
ments is a thing of recent growth. Orchestral music is 
absolute music in its purest form. A classical piece like 
the Sahana kriti, ° Giripaz nela” of Tyagaraja may be heard 
respectively from a vocalist, an instrumentalist and an 
orchestra. Any rasika will immediately feel the enriched 
effect in the last case, on account of the various qualities 
of the tone of the different stringed and wind instruments 
constituting the orchestra? 


Indian musie is essentially melodie in its character, and 
melodic orchestration is therefore the only possibility if the 
purity-of the raga system is. to be preserved intact. There are 
compositions which are intended for being performed by 
orchestras. Select pieces of the classical composers might 
also be chosen and scored for the orchestra. The entire 
orchestra is in theory a single instrument and the conductor 
is supposed to play on that complex instrument. A piece 
rendered by the same orchestra but under the direction of two 
different conductors will produce different effects. The 
conductor of an orchestra must possess plenty of musical 
imagination and a natural feeling for orchestral colouring. 
He must have an accurate /aya gnānam and a strong memory 
and be thoroughly familiar with the pieces} ‘performed. 
He must possess a keen musical ear and be able to identify the 
tone eolour of every instrument even while the full orchestra 
is performing. Lastly, he must be able to interpret the pieces, 
= enter into the spirit of the compositions and work out the 
ghama, naya effects properly. 


~ A singer takes a certain risk when he gives beforehand, 


a programme of his ud. and includes in it such ES as 
2-19 


146 














Nagumomu ganaleni (Abheri), Darini telusu konti (Suda) 
saveri) and Najivadhara (Bilahari). If by some accident 
catches cold or suffers from sore‘throat on the day of the per- 
formance, he will not be able to do justice to pieces teeming 
with madhyamakala sangatis. But in the case of an orchestral 
performance, there are no such problems. The performers go 
on playing the pieces mentioned in the programme sincerely 
and to the best of their ability. The surrounding environ. 
ments and the whims and fancies of the listening audience 
have only a negligible effect on them. 


On account of their strength, orchestral concerts are 
bound to have a mass appeal. Even the most difficult com- 
positions ean be made popular through orchestral renderings. 
The senior performers with a good degree of technique and ` 
creative faculty in them can play alaipanas, niraval and 
kalpana svaras and keep to the orthodox kachcheri plan. 

The contrast of individual tone colour, the tonal balance and ` 
the harmonious blending of the tone colour of different 
instruments, all have a pewerful appeal. Besides, an orchestra 
can conveniently accommodate, three or four upa tala vadyas. 
The audience get an opportunity to know something of the tone 
colour, technique and possibilities of these upa tala vadyas. 
To listen to them is both an education and an entertainment. ` 
The upa tala vadyas can rightly find a place even in the 
` ordinary kacheheri. The seating plan of the performers on 
such occasions presents an impressive sight. The presence 
of additional rhythmic accompaniments has a healthy 
influence onthe mridangam player and he aequits himself | 

much better. A feeling of earnestness and an anxiety to givo E 

jare err in the o performers on such occasions. The _ 
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his deserved share of rest on such occasions. The combined 
rhythmic harmony and the spicy rhythmical aceompaniment 
of the upa tala vadyas, while playing individually or 
collectively produces a delightful effect, Morsing is an 
interesting upa tala vadya of the plucked type, and belongs 
to the monophonous group. Capable as it is of being 
"tuned to the ādhāra sruti of the performér, it always ‘proves 
a successful rhythmic accompaniment. 


An-orchestra is, in a gense,a democratic institution. It 
gives opportunities for even second class performers to sit 
along with the first class performers.and perform. The per- 
formers in an orchestra should always be mentally alert. 
They should quickly grasp and respond to the directions of 
the conductor. The performances of orchestras, which have 
no conductors to legd them, will be characterised by lifeless- 
ness and a deadly monotony. For orchestras of less than ten 
performers, there may not be the necessity for š conductor. 
For large orchestras, & conductor is absolutely necessary, 
both fer keēping up the precision in rhythm and for remind- 
ing the performers of the correct sequence of sangatis, 
especially when long pieces like Darini tel usukonti ( Suddha 
sāveri ) and Najivadhara (Bilahari) are played. Performers 
need guidance because they play from memory and not with 
music sheets before them. To listen to a Sata vadya 
brinda gana will be a rare treat to the ear and an experience 


as well. 


D 
x 
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“ CHAPTER IX 





. TECHNICAL TERMS. 


Š * i ? 
Adi guru, the first teacher who taught musie in a syste- 
. matic form and wrote for this «purpose, the graded ` 
musical exereises: svaravali, alankāras, — ete. d 
* (refers to. Purandara Dash, LA 1 
Aditya, the name- of the twelfth - chakra in the scheme . 
jet 72 melakartas. eer, Gy «s 
Agni, the'name of the third es in the scheme of | 
GYE melakartas. T A 28 3 
. Alpatva, a note sparingly used in a raga ; (also seô undo | 
trayodasa lakshanas. i x Si 
SCH ` Amsa, the note “which brings ont in bold relief the melodie 4 
m entity of the raga; also referred io as jiva svara. and | 
^" rüga ehhayü svara. A raga may have two or more 
"ams syaras. ` : 
"baie “graha, a OS where the tala precedes the music. 
. Antara mafza,.sco under trayodasa lakshanas. 
| Apanyasa, gee under trayodasa lakshanas.. 
 Arohi,. see under varna, y 
P iš graha, a case Wherein. the music , la before tbe 
s>: .. commencement cf the. fala āvarta. | 
` Audava, see under trayodasa. lakshanas. ` 
Auduva, refers to the number of notes, five figuring in a. 
| “Yaga; same as audava. 
. Avarohi, see under varna. U € ds 
Bahutva, a note that is uem. f. used ina raga; ( also see 
> under 1 sia ee T p 
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` Bhava Wa, oi if expression in oa Ee 
‘Bha; E ad of mbhayakar; ee or 
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SC as am extra GC Ri | 
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ting | dētū- "svarā may. bē > related as. ` a. 


EN anuvidi svaras. ` 
a, : ; phrase’ containing dafu | svaras. um 
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Desi sangita, the modern music prevailing in this la 

: terrestrial music as opposed to celestial music. š 
Disi, the name of the tenth chakra in rā scheme | 

72 melakartas. š : 

Druva rupaka, a variety of rupaka tāla. A See 
in this time-measure is set, only in rūpāka. tāla,, but 
the commencemeni. of each section of the composi- 
tion, there are two drutas and two laghus followed by 
the usual ripake tāla avartas ; ex. the gita Z NAKE 
(Nata raga). < S à 
Sieger svara bhashanga raga, à “bhashanga raga will 
; zA ^. two foreign notes ; ex; Hindusthan Behag. — 
“Eduppu ( 6655). the De ce of graha in Tamil; the 
à starting point of music in the tala āvartā. ` 
` Ekanya svara bhashanga raga, a bhāshānga raga with ` 
_ one foreign note ; ex. Kambhoji. 


E CE p 


` Ettugada svaras, the ‘Solfa passages figuring in the laku 


za 


x 








of a warna. The concluding note of an ettugada 
No i ie passage is usually a hrasva svara; dirgha svaras 
< dem anta svaras will not be appropriate Shol dhang 
ee * svaras in stich cases. : 
- Figure, svara-group ofa ‘definite pattern, 
| Gana gita, ihe music which i is the contribution’ of ac 
E COR vaggeyakiras. ` This is art music. à 
“ Gana-krama > the order in which the constituent angas ofa | 
= “musical form should be sung. d | 
SE Gandharva gita, the music which devoid mE | 
x x ien through anüdi sumpradaye (sre fe over grunt). ` 
Fags is ‘older than | gana gita, ` 
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Graha, the starting-point or the panne Le Soul of the musie 
in the Avarta. . 
Graha, the note on ‘which a raga commences ; one of the 
- thirteen lakshanas of a raga (also see ie rūsas 
: ` Jakshanas.) 
Heptatonic scale, same as sampürna raga ( having all the 
seven notes.) ' 
Hera tonic scale, same as shidava raga (‘having six 
~ notes ). 
Indu, the name of ECH first chakra in the seheme of 79 
4 “melakartas. SCH 
Jiva svara, & note which reveals the individuality of & 
ragā. Such notés may or may not be nyasa SVATAS. 
In bhashanga ragas even anya svaras may be. jiva 
svaras ex. Sārangā ; (same as amsa svara SZ raga 
` chhaya svara)., 
Kalahastisa Pancharatna, a set of five tritis i in Telugu i in 
— praise of Sri Kalahastisa, by Vina. Kuppayyar. 
Kalpayishyamana melakarta, see under kalpita mela- | 
karta. | 
Kalpita melakartas, the name suggested x BEE 
' for-the 19 melas (out of his 72) which were already in 
3 vogue and well-known. The remaining 53 melakartas : 
were grouped. under: Kal p pyamana — ln the process of- 
d making | 1.6., becoming popular and Kalpayishya- 
.māna—to be made hereafter i.e., to become popular 
; at some future date. 
Kalpit sangita, music already made ; refers to the compo- 
ggeyaküraa, as. s to manodharma 
: which is music created extempore. 
` Kalpyamana Ee: see uhder LU melakarta. 
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when its name iz RE Once the serial number 
found, it is easy to give its lakshang. 





AE. 
Kelikkai, a dance concert. 


E n 


€ 





Konugol, the name given fo the art E sss 
E . conformity to a tala in a musical manner. 


Ze jog ar tee or Koluppiteal 













E pralso-of Gundaresvara Seay of Kuwa. dara are: e 
Sambo Mahadeva (Pantuvarali), f vasudha EE 


SR 


ën) Kori nino rare ei 





Piga — opposite of bakida prayoga. re E 
pode ganam (ēra ), secular music. |. -= 
aiser Saanaa or Tana ata (also called” 
| anch of creative music, In Ap style S 
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Mani see under e lakshanas. 
Manodharma sangita, mure — Creative music. 
Music that is performed in a concert is of two kinds :— 
Í D "Phe performer sings or plays the musical compo- 
; -sitions of great composers i e, he repfoduces musie 
RRRS has already been ae or composed, 
cc: The performer sings or plays extempore music 
— thé music being the offhand creation of his own: 
fertile imagination. i j 
The latte: i is termed manodhari ma sangita or creative 
EE and i is of five kinds — 
- (a) Rigas ilipana, (6) Madhyamakala or tana, 
(e) Pallavi, (d) Svara kalpana and (e) Niraval. 
Composing musical compositions is no doubt. creative ` 
musie, but here the composer has unlimited time at 
— his disposal and is able to exercise 2. good deal "of 
= judgment, attention and skilkin perfecting ; 


a 





` : them. In the instances of creative music. eited 
“above, ‘the musie sung is extempore and - simply 
flows spontaneously. duco OM. qM, Es 


2 y - y 


| Marga sangita, the name given (0 ancient. "music and 

whieh i is said to exist in Heaven : celestial: amusié. O = 

` Matu, (78) the sahitya or the words of a minsieal eom... 
position... ; z Zog 

“The mêtu may “consist of:— 

S i The ordinary spoken words, as in the case of 

the: sāhitya of a kriti, padam or jāvali. 

EN The svara-letters sa rb ga ma pa dha ni 

Me ides with ordinary words s as ina tillānā. 
















` kita. nūkatom- jūru eto. as in tillānas and 
SH Ke? oo gaišā ei 
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(4) Phrases like a iya, ti iya, a iyam, 1 vā ija as inc : 

gitas. * ; 

As a rule for every musical comodum: iie is a. 
mātu. But compositions like the jatisvaram has | 

no mātu. ; 

Misra raga, same a8 sankirna raga. 


Muktayi svara, the solfa passage that occurs v after the 
anupallavi in tāna varnas. 


Musical fact. Any phenomenon or truth relating to music 
That there are only seven svfras isa musical fact; that 
when a note and its octave or its fifth are sounded 
together, a concordant effect is produced, is a musical 
. fact; that the vibration values of the notes, shadja and ` 
panehama bear the- ratio 2: 3 is a musical fact ; that - | 
SE the fifth harmonie, antara gāndhāra is heard from à 
` — Swell-tuned tambura is a musical fact. pon 
Manami, (@s a ).. the three branches of Tamil learning: 
literature, music and drama (Qua, Mwz, nal: 
tege, the band of players that sit on the elevations over 
the arched gateways of palaces, mausoleums and tomb ; 
and’ focus ac cd : 
` Navagraha kirtanas, a set of kirtanas on the Planets br 
dā -the-composer, Muthuswami Dikshitar. ? 

a the nine kinds of feeling (emotion):: :— Bes 
(love), hāsya (laughtet, karuna (pathos), raudra (anger), 

vira (heroism), bhayünaka aen bibhatsa (disgust), ` 
adbhuta (surprise) and sinta (patience). ` Bhakti 4 
| (devotion) is regarded as the tenth rasa.. ge | 
; Navaratna. malika, literally a garland of ning gems; the | 
B name given to the nine kritis composed by Sya 
d the presiding D of Madura 


di 








< 
3 
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i Navavarana kirtanas, a group of nine kirtanas in praise 
of Devi by Muthusw amy Dikshitar. There are three 
- gets. of these : ‘Kamalamba navāv aranam, Abhayāmba 
i | *nav&varanam and Siva navavaranam. 
Netra, the name of the second chakra in the scheme of 72 
melakartas, 
Nyasa, the note on which a raga ora phrase ends; (also see 
- under trayodasa lakshanas). 
Pada jati varna, a kind of varna (see under varna). 
Pada varna, a kind of vama (see under varna). 
Kadam qeid—Procedure or metbod; ex. riga mx 
1 - paddhati. rd 
Pan (uai » the equivalent of raga in ancient Tamil music; ya 
* also a song or HES 
Panchalinga sthala kritis, a set of five kritis in ‘Sanskrit 
by Muthusw amy Diksbitar i in praise of the five Lingas: 
Pritivi (Conjeevaram), Appu (Tirūvānaikkāval), Teyu, 
(Tiruvannamalai), Vayu hae and “Akasa 
(Chidambaram). m 
| Pancharaina, literally five gems: refers to the famous five | 
A 2: compositions of Tyagaraja“ in the ghana ragas:— 
` N ata: (Jagadhanandakaraka), Gaula? (Dudukugala), 
"Ārabhi: -(Sadhinchene), Sriraga : (Endaro mahanubha- 
KE and Varāli : (Kanakana pere ; 











Ja 





a YA mza, "jatis or (SR mnemonics; tala solfa syllables. 
1 arain, repertoire. 

nic scale, same as sudava raga. 
i a wa oe) the nāgasvāram set, con- 
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Pidippu (zu) My —The name given to the more pro- 

minent sanchàras or raga ranjaka combinations of a 

raga and which bring out its svarupa Or identity: ; 

catches ; called pakad in Hindusthani music. = S 

Prati madhyama karta, a melakarta taking the prati | 

madhyama or F sharp. = 1 
Prayoga galīt—sancbāra zum: combination. 

Purva mela, same as pūrva melakerta (see below). 


Purva melakarta, a melakarta belonging to the pürva half ` 
"Or the first half of the schéme “of 72 melas; ie, a - 





* —. Buddha madhyama karta. M. ; 
< Purva p^ we melas, the 19 or "ët. E CA 4 
Bai ; current before the time of Venkatamakhi and referred E 


"to by scholars as such. 
Ez CR tonic scale; same as svarántara raga. 
; "Raga chhaya svara; same as amsa SVATA or jiva Svara. . 
E "Ragamalika, : a composition wherein the sections are jn 
~~ different dee: aT tala being constant throughout. 
.. Ragamalika kirtatļē a composition of the Kirtana form 
P =" _ wherein . the tere are in different ragas e. g., = 
| nakkeun irú padam . (amigar Ba ven) of 4 
Arunachala Kaviràyar and Jaya Jay ya Gokula Pala 3 
— of Narayana Tirtha. 2 d 
~ Ragamalika varna, 4 composition: Bh tbe. varna, co with | 
the sections in different ragas e. g., the Navaraga | 
| malika varna and the Dinara gemalika varna. | 
E  Rágana (ëm ) Matya gi tala which has the following ` | 












constituent angas : g laghu and guru i264. 
an fivatta of this consists of 29 aks 
2 The MEN Matya tala Consists of |. Q E: d 
‘this tala ^ consists of 10 alsharakalas, LA 
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Raga tala malika, a composition wherein each section is 
composed in a separate raga and a separate tala. 

Rasika, a cultured person; one who is able to genuinely 

"enjoy and appreciate good music; a person with an 
aceredited, refined and critical taste. 

Resting note, a note on which one ‘can rest or repose and 
around which, one can [develop an alapana. Every 
resting note is a nyāsa svara, but every nyāsa svara 
need not necessarily: be a resting note. : 

Rishi, the name of the seventh chakra in the scheme of 72 
melakartas. 

Rudra, ihe name of the oleventh chakra in the scheme of 72 

š melakartas. 5 

Rutu, the name of the sixth chakra in the scheme of 72 
melakartas. 4 

Salaga raga, same as chhāyālaga raga. 

Salanka raga, same as chhāyālaga raga. 

Sama grahā, a case wherein the musie and the tala begin 
simultaneously. 

Samvadi, exact consonance; (also see under vādi). 

Sanchari, see under varna. 

Sangati, a technical beauty met with in the kriti and a few 
other types of compositions. Itis the name given to 
the variations developed, or built on a musical theme, 
step by step. 

Sankirna raga, a mixed raga i.e. a raga wherein traces 

96 other ragas are seen in a pronounced manner. 
Ey Sankrama raga, same as sankirna raga. 
San isa, one of the trayodasa Eu 






Tur by mere aksharakālas instead of segs 
Lue = by: Hs SE angas: 
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Sata raga ratna malika, a garland of 100 kirtanas in 
Telugu, in 100 different ragas by Tyagaraja. 
Shadava, one of the trayodasa lakshanas. 
Shodasangas, the 16 angas beginning with the anudrutam 
(duration, one aksharakāla) and ending with the ` 
kakapidam (duration: sixteen aksharakalas). 
Solfa passage, a musical passage which has no sahitya and d 
which is sung with the svara letters. 


E 
+ 
s 


Solkattu (QGersvec G), jatis ; tala solfa syllables. a 
Solkattu svara (Orras0 svarū), a passage of chitta 2 
svara interspersed with jatis and figuring in some 4 
kritis; it is an additional appendage tintroduced to | 
enrich the beauty of a compésition. The ganakrama 
of this technical beauty can be like that of a svara 
sahitya 7. €, the passage with the jatis may be sung | 
after the charana, and the dhatu part alone may be | 
- sung through the medium of solfa letters at ihe end 
the anupallavi. 
Sthayi, see under varna,. j 
Suddha madhyama karta, a melakarta taking the suddha ` 
madhyama, - 
Suddha raga, a pure raga, t.e. , unalloyed by tho presence 
.. of traces of other ragas. E 
Sutra khanda, the name given to the first section of a à 
raganga raga lakshana gita, and wherein the svaras 
figuring in the raganga raga are given in the. form 
of mnemonics. š 
Svarakshara, a literary as well as a musieal beauty met 
with in kritis, varnas, padas and jāvalis. A svarakshara : 
passage is one wherein the solfa letters figure in tho | 
` whole or part of a sahitya and. the particular passage ` 


f 


CHEN 
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is sung to the music signified’ by those letters. In 
such a passage therefore, the svaras. and the corres- 
ponding sahitya letters happen to be exactly identical. 
Svara sahitya, «at aifge7—A technical beauty figuring in 
the kriti composition and wherein the chitta svara 
passage is adorned with an appropriate sahitya. 
Svayambhu svaras, over-tones or upper partials. 
Symmetrical raga, a non-vakra raga which takes the same 
number and kind of notes in both its ürohana and 
avarohana. The symmetry can easily be perceived in 
Es the arohana - avarohana graphs of these ragas. ` 
Tala malika, a composition wherein the secttons are in ` 
different talas or tjme-measures, the raga being con- 
-stant throughout. ` 
Tara, one of the trayodasa lakshanas. 
Tattakara (355577: ) the name given to a passage of 
tala mnemonics or jatis, illustrating a particular tala. 
There are standard tattakāras for almost all the 
time-measures used in sacred and secular music. 
Tiram (Bot ), a janya raga; also an andava raga in ancient 
` Tamil musie. à 
Tirattiram (Sos 92) a svarantara tee Dac d Tani 
music. adit 
Tiruvottiyur Pancharatna, the five E is-composed by 
"Tyagaraja in praise of Sri Tripurasundari Amman of. 
_ Tiruvottiyur; they are: 






| Sundari ni divya rūpamunu — Kalyani. 
| Darini telusukonti — Saddha sāveri. 

Sundari nannendarilo — — Begada. 

Sundari ninnu varnimpa — Arahhi. 


Kannatalli ninnu E — Saveri. ' 
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Trayodasa lakshanas, the thirteen characteristics of a. 
raga, mentioned in the Sanskrit works on music and 
which established its svarūpa or melodie entity :— ` 


Graha, the note on which the raga commeneed ; amsa, 
the note which revealed the melodie entity or the 
svarüpa of the raga; also called the jiva svara (soul o£ 


theraga); nzasa, the note on which the raga was | 


éoncluded ; mandra and tara, the lowest and the 


highest notes respectively, beyond which the raga d 


sancharas should not extend; alpatva, the note that 










SOL cos lina Ne 


was used sparingly in the raga; bahutva, the note | 


that was used frequently in the raga; upanydsa, 
vinyasa and sanyasa, the ending notes of inter- 
mediate phrases in the course of the raga alapana; 
shadava, constituted of 6 notes; audava, constitu- 
ted of 5 notes; antara mārga, the introduction of a 
note or chhaya, not belonging to the raga. 
Tri-anya svara bhashanga-raga, a bhāshānga raga with 
three foreign notes: ex. Hindustàn Kāfi. 
Ubhayakara or bhayakara, dhātu-mātu kāra t.e., one who 


has the ability to compose music and also set a, 


suitable sāhitya to it; composer or vāggeyakāra. 
Upanga khanda, the name given to the second section of 
a rāgāngā raga lakshana gita, and wherein the upanga 
ragas derived from that mela are enumerated. 
Uttara mela, same as uttara melakarta (see below). 
Uttara melakarta, a melakarta belonging to the uttara 
half or the second half of the 72 melakartas, i. e, a 
prati madhyama karta. 
Vadi, samvadi, anuvadi and vivadi- 


e 


z ` Svaras are divided into four classes :— 


o. 


: » Vādi, samvādi, aūuvādi and vivādi. 





ume 
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Vadi,isthe principal or the predominant note of a 
raga. The vàdi svara is compared to a king. 
This royal or regnant note is sounded several 
times in & raga. 


Samvādi svaras are those between which there are 
eight or twelve srutis In other words, if two 
notes are related as shadja and panehama, or as 
shadja and suddha madhyama, they are called 
samvādi svaras. Samvadifva means the conso- 
nance of the fifth or the fourth. The samvadi . 
svara is like a minister to the king vadi. 


Shadja and Panchama, Shadja and Suddha Madh- 
yama, Suddfa Rishabha and Suddha Dhaivata, 
Suddha Gandhara and Suddha Nishada, Sadharana 
Gandhara and Kaisiki Nishada, Antara Gan- 
dhara and Kākali Nishāda, Suddha Rishabha and 
Prati Madhyama are samvadi svaras. 


: Vivadi, if between two svaras, there is only one 
sruii, these two notes are said to be vivadi to one 
- another; the vivadi note is like the enemy. 


Anuvadi, svaras which are neither vàdi, samvadi 
nor vivadi are called anuvādi. The anuvādi 
svara is compared toa servant; compared to the 
samvadi svara, the anuvadi svara relatively speak- 
ing, is somewhat less consonant. = 


` Thus ' the sonant or the speaking note ds the 
“wadi.” The consonant note is the samvadi. 

— The note which clashes with it and produces 

E discordant effect is the vivadi or the 
dissonant note. he note which īnreeaseš 
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the beauty of the raga is the anuvādi or the | 
assonant note.’ 


Thus from the point of view of the interval 
relationships of notes,'svaras have been classi» 
fied into:— vādi, samvādi, anuvadi and 
vivadi. The simultaneous sounding of sam. 
vādi svaras (consonant notes or intervals ) 
results in a pleasant effect; the simultaneous 
sounding of vivadi svaras (dissonant notes or 
intervals) results in a repulsive effect; the 
simul taneous sounding of anuvadi svaras 
results in an effect which is intermediate 
between these two 7.e., neither wholly 
pleasant nor wholly repulsive. These are 
fundamental musical truths and hold good ` 
in. all systems of music. 


Vaidika ganam (3215 MAA) sacred music. 


Varik, shake or kampita; shake of the interval and not 
merely the tremolo of a svara sthana. 

Varik style, 2 style of-playing wherein the notes are seldom 
sounded pure and wherein one gets the aural 
impression of a series of musical curves. 

= Varna, the mode of singing (gānakriya) and is of four 
kinds :— sthayi, arohi, avarobi and sanchari. 

Varna, an art musieal form belonging to the sphere of 

, abhyasa güna. Varnas are of two kinds:— tana 
varna and pada varna. In the former; the tempo is 
madhyamakala and in the latter, chauka kala. For,this 

~ reason, pada varnas are also called as chauka varnas. 
* There are some chauka varnas by great composers 
wherein. sahitya is found my for the v anu- 
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- pallavi and charana, after the model of a tana varna— 
‘the remaining sections being sung as solfa passages. 
But a padavarna has always sahitya for the entire 
piece. 


Pada jati varna is à pada varna wherein we come 
across jatis in some portions. 


Vasu, the name of the eighth chakra in the scheme of 72 
- melakartas. 

Veda, the name of the forth chakra in the scheme of 72 
melakartas. 

Venkatesa Pancharatna, a set of five kritis in Telugu, in 
praise of Sri Venkatesvara, by Vina Kuppayyar. 
Vijaya Raghava Pancharatna, a set of five padas in 
"Telugu composed by Kshetrajna in honour of Vijaya. 
Raghava Naik of Tanjore, one of the royal patrons 

of the seventeenth century. 

Viloma krama, reverse order. 

Vinyasa, one of the trayodasa lakshanas. 

Virama, a synonym for the anudruta. 

Visesha sanchara, a musical phrase, which is not in 
aceordanee with the arohana and avarohana krama of 
the raga but which nevertheless comes in, for the sake 
of enriching its beauty. 

Visranti Batz, a period of rest or silence in a "musical 
composiiion. 

- Vivadi, an inimical note ; also see under vādi. In Hindu- 

_ sthani music, the term vivādi svara is used in the 

E ° sense of varja svara dp a note eschewed in the raga. 
Vusi (53), visarjitam. Ba 
" Anuvadi,see under vàdi.  ”- 
š ia 234 
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Gramophone and the Radio, two of tho boons of modern 
science, to humanity. Through the gramophone ong 
is able to listen to a piece of recorded music, any 
number of times and through the Radio, one is able to 
listen to music performed thousands of miles away. _ 

Gramophone recording is a complicated process. At 
one end of the recording apparatus is a microphone 
which picks up the music performed in the chamber 
and at the other end of the apparatus is the needle 
which records the music as a series of wavy lines on 
a revolving dise of wax. From this waxy dise, nega- 
tives are taken and from these, the gramophone ` 
records are made. S 2 

Some of the best specimens of world's classical music a 
and folk music have been recorded on the gramo- 
phone. Long after the demise of an illustrious ` 
performer, one can still feast his ears with the 
recorded music of that performer. Group kritis and ` 
long compositions like the 72 Melaraga malika of. 

“Maha Vaidyanatha Iyer can be recorded and made 4 
available to music lovers through sets of records. | 
Some of the priceless’ musical legacies can thus be ` 
preserved for posterity. One can delight himself with 
gramophone music on mountain tops, in places where ` 
electricity is not available and in dead spots te, 
places where the Radio music cannot be heard. 

A certain amount of self-education i in music is also 

S possible through the gramophone. Thus in addition 

rate, entertainment, NS uses of the prie | are | 
_mainfold. « 

n Radio cBrudlītāstina Statina, musicians perform in 

eet studio The musio performed in front 
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"the mierophone is transmitted and broadeast. Every 
. Radio Station has its own wavelength or wavelengths 
_ for its broadcasts and by tuning the receiving set, to 
. the particular wavelength, one is able to listen to the 
programme from the concerned station. 







Echoes, reflected sounds. When sound waves strike a. 
smooth, fixed and plane surface, they are: reflected. 
If the echoes are to be audible, thë person Speaking or ` 
singing should be at a place sufficiently far away from 
the reflecting surfacé. Echoes ean be heard in temple ` 
eorridors, hill sides and in the neighbourliped of big 
_ walls. The phenomenon of clock-tower ‘music being 
ades „heard as janta svgras from particular places in the 
` neighbourhood, is due to the faet that at those parti- 
. cular spots the person first listens to the direct sound 
."emanating from the clock-tower bells and. ‘immediately 
afterwards, the same sounds reflected from a neigh- 
Ts - bouring wallor building; (one ean experienee this 
" phenomenon by standing near the Senate House, 
. Madras). In big concert halls, echoes are perceptible 
2 and in such cases, the defect can be rectified by cover- 
: ing the offending walls or surfaces with some sound- 
j ee e material. 
Harmonics,— When a stretched string fastened at both ends 
... is made to vibrate, it first vibrates in its entire length ; 
_ then in two segments ; then in three -segments; then 
in four abd soon. Asa result we hear certain sounds. 
in. rapid succession Superposed ` upon the prineipal 
sound. The lowest note i.e. the note produced by $ 
of the whole length of the string is the ` 
called the fundamental or prime tone ; 
called oter-tonies, upper partal, tones ; 


"n ad 3M. 


















or harmonics. A note not accompanied by its harmo- ` 

nies is always thin and poor. In sanskrit, harmonics " 

are called anurananātmaka dhvani : SOTA: | 
Somanatha tn his Raga. vibodha calls. harmonies as 

svayambhu, Su svaras. 
Mes the metel clamp that is placed. over the bridge in the 
violin, The mute grips the bridge. As a consequence 

e ^ DE the bridge being gripped and loaded, not only isthe ` 

T intensity of the sound reduced, but a new quality ` 

i "is imparted to the tone, emanating from the violin. 


Range ofa udible frequency, the maximum and mini- 
mum limits. of pitch beyond whieh it is not possible | 
for human ears to hear. In absolute pich, this 
compass extends from a note of about. 16 vibrations ` 
per second to a note of about 20,000 vibrations per . 
second i.e. over a range of eleven sthāyis. ` ` eer 

Resonance, reinforcement of sound. The phenomenon of © 
resonance is of great importance in the construction 
of musieal instruments and in the production of the 
tone of the human voice. Musical boxes or resonance 
boxes in stringed instruments, and the pipe or tubo 
in wind instruments: are devices to refnforee the 
generated sound. Without these resonatofs, the music 
emanating from the strings or the pe gee. will 

be feeble. . Së 

alus Mahal, concert hall; kashahši ec m 

nan ideal Rech ball, the music is š audible 












"no need for the singer to exert and he feels it a 
pleasant thing to perform therein. In such halls, the 
requisite musical atmosphere is created soon after the 
commencement of a concert: ` The. whole atmosphere ; 
becomes saturated. with musical sounds. - " Concert halls 
„should be sound-proof, 50 as to ensure. “freedom from 
extraneous noise or be situated away from the road- 
side to ensure calm and undisturbed listening. 
Concert halls are usually. rectangular shaped. 
"The Gewandhaus in Leipzig, Germany. is a world» 
famous concert hall and itis a pride. and a privilege 
for any musician to perform: there. ` 
Sound-post, the: siny little SR piece of sūkā 
; seen. inside the violin, connecting the table and the 
: SÉ not only supports the right foot of the bridge, 
bi ain transmits the vibrations to the back. "The top 
“and the bottóm of the sound-post should be respectively 
‘shaped to the arching of the belly : and the back, so aa 
to ensure perfect contact. "EC 
Sympathetic vibration, à phenomenon ndis in the ease . 
= BE "columns of air, strings or other Objects, under the 
` influence of a source of sound. If a string is set in 
. vibration, it will cause any other string to vibrate, 
Age provided this other string is in close proximity and is 
tuned to the identical piteh of the’ generating string or 
an one of its upper partials. ‘Tt is wellknown that 
en ono of the sarani strings: of a t&mbura is plueked 
ārani string automatically vibrates. The 
















ige of in instruments ts like the rags = and 
gi rand the subsidiary votos. emanating’ from 
strings add a 1 3 richness to the 





enon of sympathetic vibration has been taken. | 





duces 
CHAPTER X ' > 





| Description. of degens 


Nona Tn ee chapter, lakshanas of 15 elo ragas. 

are given., The rigas are prēsented in the order of th 

. melakartas. It is possible to describe cach raga in terms of 
its precise Srutis ; „būt in conformity with the usual practice 
| the gvarasthānas alone are mentioned for each raga. To 
dE enable the «reader to form a fuller idea, a few prominent 
d compositions sre:cited. as examples under each; iraga” The 
sanehāras egy hero: are do be sung in slow time. 


e Todi am 


xit mee TEN ue raga; second mela in the Netra. (nd) ü 

chakra ( ( Neira-Sri ) ; came to be called Hanunmatodi for ihe. ; 
sake 'of the katapayadi formula. A mela claiming a large a 
number of j janya ragas. 2: : ë 


<? Aroha r^ er gm D d» n = 


k 



































yA E x. Cao ge ES eg mgr s Ex dag 
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1 or tones “ga, ma šai dha are the raga chhayà svaras; 
ma, pa and ni are nyasa svaras. Janta svara combinations 


‘ites ge dd, mmddnā, ddnnssanā datu svara 


prayogas GE EE gmndmGrS are 
NEA Panchama varja prayogas add beauty » the raga ; 


dns sD and r rs D are visesha "prayogas, Sarva svara 
gamáka varika rakti raga. Oné of the major ragas; well 
distributed. Slokas, padyas and viruftams. can be sung in 
this raga. All great composers and. minor eomposers of note ` 
have composed in this raga. All types of compositions are 
represented in this raga.” A raga affording seope for | elabo- 
rate ālāpana. The tune galled Mattakokilam is in this raga. 
Used in operas. Compositions in this raga begin on the 
notes z aq, ga, ma; | pa, dha and ni. Can be sung at all times. - 
Todi Sitaramayya, a brilliant musician, is saia to hàve sung 
ihr faga for eight days. 


` Yenkitamakhiis statement that Todi is an sitar’: raga 

(i ien came from the north) cannot. be justified. Todi is.one 

“of the scales obtained - by the process of modal „shift of 

D Bis to the primordial scale of Indian music and the siddha 

5 mela of ancient Tamil music. The Sonet katnākara 
m rations this m 





` Sanckara te > 










SE ” šā e “Name of ih. 
. compo- » Tāla. 
sition. = words. eee . Composer. 


Zeien Rave inigi Adi Syams Bata 
-Varna Kanakangi "Ata Pallavi Gopalayyar: ` 
E > Branipai. ‘ Adi : I 


em. Ser vamaregada - Adi ; Tyagaraja. Ss 4 ix 











Chapu ` 
pi bratiki  Bupaka 
Alanu vina sukhamu n 
Enduku daya ` Triputa 
- Emi jesite nemi SIWA - | 
K mati mbike . Rupaka Mutbus vēri Dikshitar. = 
Ninne namminanu Chapa Sy T S 
Amba nadu i ; 
Amba nannu -. 
ni pegūduīkē 








srgm pdns | 


= 





Avarohana :— i 5. nd pm grs 

- "Besides Shadja and Panchama the notes taken are:— 
Suddha Rishabha, Antara Gāndhāra,  Suddha Madhyama, ` 
Buddha Dhaivata and Kākaļi Nishāda. ; f 


* 


“Sampurna raga ; ; Sarva svara “S ES varika rakti raga. 

A janaka: ragā claiming a large number of janya ragas: 
A mela rasa with a pair of symmetrieal tetrachords — the 
tetrachords being separatad by the intervilof a major tone; 
„Ja and nt are jiva svaras; YA and pa are resting notes. 
> Fairly, distributed ; can' bē sung at all times. A raga free 
ma oshas. Compositions in this raga begin on the 

: "ët sa, go, dha and ni. The raga’ is of a soft and soothing 
nature. One of the old ragas and is mentioned in the Sangita 
Ratuükara. - This raga corresponds to the Agnete raga of 

Hindusthani music. ; : 


ee s AEST 
y 


This i ; the raga i in which all students of Karnatie musie 
vu ghi their preliminary svara exercises. Svarasthānas; 
with ES names are absent here. The e other mola 

















wardhani. There is only a semi-tonal | ‘difference 
SET two notes of each of the four pais: Š >, gm, 





“NG eer s 


bo a Las 


Mains Ge 
Madhyādi Tyāgarāja. 


: Srinathādi 


i Magatita: zent Rupaka 
; Devadi p WE 


dā 
Ë 
4 








npūrna raga; Sarva svara gamaka varika rakti raga; 
d ni are the jiva svaras; g m R s is a visesha 
d sanchara ; ri and pa are nyāsa svaras. Fairly distributed. 
A. in this raga commence on the notes sa, ga and 

Gan be sung at all times. Tyagaraja brought this raga 
E eer Vegavahini, a janya raga derived from 
this mela, figures.as the 16th mela in the obsolete nomencla- 
ture for the 72 melas, under the name, Toyavegavahint. : 
.The “illustrious - Binger of the last century, Maha y 
E Vaidyanatha Tyer got his title, Muha by singing this raga 

in his am year, before an assembly of sangita vidvans. 








Sunckāra: 


De: ergmPm—gmRs- sndnsrGr—gmP m— 






"amp sr Š—s n dn P—d ns r Gr—z m Ri 
ŠnsrendPm-gmpdnsrendPm-gmpdnd | 


Pm—gmRssnerSendnP—dnerSi 









- Adi 






Patnam Subrahmanya | 
: Iyer. 

| oc Rüpaka Tyagaraja. ' 
 Etulabrotu vo  . "Triputa e 


eI pet 3) 


^ 





LAM Inkadaya ` dv UAE ? Patnam DS aya. : 
Ce ; 3 i + x Iyer | 
», Etula vrāsi : See EE Subrahmanya’ E 


Iyer. 
Korit Devudu. dye 
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4; Bhairavi dud 





Janya. raga; derived from the 20th pedet Nata. 
bhairavi. i ; 


Arohana :— srgmp'dn e 
Avarohana:— snd pmgrs Spem 

N.B.— The Dhaivata in the arohana is. hamestuti 
Dhaivata. A janya raga with a krama sampurna ārohana 
and avarohana ; and a raga wherein the accidental- note. is 
incorporated in the seale itself. * 

Besides Shadja and Panchama, the notes taken are: 
‘Chatussruti Rishabha, Sadharana Gaadhara, Suddha Madh- 
yama, Suddha Dhaivata, Ohatussruti Dhaivata and Kaisiki 
Nishada. 

Bkanya-svara tasti raga; : the only SE EE Rote 
Chatussruti Dhaivata, occurs in the combinationg pdn S, 


pdnsR „pdndrS and s.m d m. 5S. Te lobalty the 


phrase p d n s N rendered in madhyamakala, takes the 
‘suddha dhaivata. ° In the combination p d n d p, both the 


|. dha notes sre. suddha. Usually in bhashanga ragas, anya: | 


svaras are not nyasa. svaras : but Bhairavi is an exception. 
Even here it occurs only as a hrasva nyāsa—P d N d,. 


dnsreNģ, eNd. pl. CS 


Ie Most of the alā begin on the nishāda svara. and 
UM few on the rishabha or dhaivata ; ri, ga, ma and nt are the 
E pum one: svaras ; ri, ma, pa, ni and chatussruti dha are 
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sāk. 
< Janta svara prayogas like rr g g m m g g and datu 
svara prayogas like n g r g sr, nrsrnS, px S ud E 
m n d P, m p G r s are prominent. Sarva svara gamaka 
varika rakti raga;—the best of the rakti ragas. An evening 
raga according to some scholars ; but can be sung at all times. 
One of the major ragas: well distributed. Slokas, padyams 


and viruttāms ean be sung in this raga All great compo- 


sers and minor composers of note have composed in this raga. 
All types of musical compositions are represented in this raga. 
A major raga admitting of elaborate scope for ālāpana. Used 
in operas. . This raga corresponds to the Tamil pan 
Kausikam. š : 


History: Centuries back this raga was an upānga raga. 
The use of the Chatussruti Dhaivata in the arohana-Erama 
combinations was gradually acquiesced in by scholars and 
by the time: of Venkatamakhi, it became a regular bhāshānga 
raga. This is one „of the old ragas and is the 7th of the 
nineteen prasiddha (prominent) melas mentioned by old 
scholars. ` This raga is mentioned in the Sangita Ratnākara, 
Sangita Makaronda and Sangita Samayasara. 


r Sanchara: = 


rgmp dust D "dnararaN *d—n s 


-_ =e 


TIRE Md-mingrgir-nsnrer 





»M—pRSrndP—pmNd P—m nd 
























-196 
SEN . Some prominent compositions, 
Gita: Sri Rama > Dhruva ss 
"Svarajati: Kāmākshi — — Chšpu Syāmā Sastr 
Vārna: Viriboni Ata Pachchimiriyam 
mag: Lo ^ Adiyappi le 
«Kriti: . Koluvaiyunnade ` Adi. | Tyagarija. 
Chetulāra ` e E 
E ke Sr Raghuvara SN ās 4 
E s» 0 y Upachāramulanu „x 
[HN re 3 Raksha bettare GE SC 
i _ Tanayuni brova eom n 
Upachāramu — Rüpaka ur 







Chintaya ma 






Balog hc EE 
Maha Tripura . , Rūpaka 
Ni Beene : 













/ iut nannu brova | 











197 
S, Kharaharapriya Radu 


22nd Melakarta raga; 4th raga in the IV (Veda) chakra... 
(Veda*bhū). 


a 


Arohana :— srgmpdns 


Avarohana :— sndpmgrs 


: Besides Shadja and Panehama, the notes taken are:-— 
Chatussruti Rishabha, Sadharana Gandhara, Suddha Madh- 
yama, Chatussruti Dhaivata and Kaisiki Nishāda. 


A mela raga with a pair of symmetrical tetrachords— 
the tetrachords being separated by the interval of a major ` 
tone. Sampurna raga; sarva svara gamaka varika rakti raga; 
ri, ga, dha and n! are the raga chhaya svaras; the 
pratyāhata saiga gamaka lends colour and svarüpa to this 
raga; fairly. distributed ; ; can be sung at all times. "A mela 
raga with al e 1 umber Of janya ragas. Compositions in 
mmence on the notes sa, ri, pa, and ni. We 





this raga co 
owe this raga to Tyagaraja. He is the only composer to have 
- composed many beautiful kritis in it and thereby brought 
it to prominence. This raga corresponds to the Kaphi- 
š raga of Hindusthani music. With the emergence of Khara- 
: harapriya, the #yarupa of Bhairavi became clearly defined. 


Sriraga, ' a janya of id mela figures as the 22nd mela 
in the obsolete nomenclature for the 72 melas. 


; Note: — There is an dono D inthe raga name, 
Harapriva De, pleasing to, or liked by Hara or Siva)— K hara ` 
à Katapayadi prefix. This raga approximates: to the 
a gana scale, the primordial seale of Indian 4 
in “Which Siva delights in, : 











Sanchara :— 


. rgmPmG ua nd 


S-ndnsrs H 






Seine prominent com. positions 





i Chakkani rüja S Ādi: : Tyagaraja. | 






Nadachi nadachi  „ ns 
Korisevimpa ^ , 





Vidamu seyave | » 
Pakkala nilabadi ` Triputa 

Rama ni samana ` er. B 
 Senkalpame ` 








i i, e 





m 
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Besides Shadja and Panchama, the notes taken are: 
the Chatussruti Rishabha, Antara Gandhara and Chatussruti 
Dhaivata. : 

Audava raga; varja raga; the notes ma and nt are 
varja. Symmetrical raga. Upānga raga; ri, ga and dha are 
the raga, chhaya svaras; ga and pa are resting notes, Janta 


svafa prayogas like, g g p p d d s s and dàtu svara prayogas 


like dgrsdp, drsdp, gdpgrandrpgrs are 
prominent. Sarva svara gamaka varika rakti raga; one of 
the major ragas and gives scope for elaborate alapana; can 
be sung at all times, but still night time is best suited. One 
of the widely distributed, popular ragas. Slokas, padyas and 
viruttams can be sung in this raga. Al types of compo- 
sitions are represented in this raga. Used in operas. Useful 
forvarnana or deseription. An auspicious raga. Compo- 
sitions in this raga commence on the notes sa, ga and dha. 
Corresponds to the Bhup of Hindusthani music. 

The oldest raga known to man. This penta-tonie scale 
is found in the music of the different nations of the world, 
including the musie of the primitive tribes. This is accoun- 
ted for by the fact that the notes figuring in this raga are the 
earliest notes met within the sa—pa series (cycle of fifths). 
There are many folk songs in this raga. 


LS 
Sanchara : 


i kpd$spdsrGgr-erzg pGg rs rg R 








ES - Gita : 


"Varna: 
Kriti: 


» 







ae Svarajati: Sāmidayamera Adi 







Some prominent comp ositions 


Vara vina —  Rupaka 








Ninne kori. oe 4 
Sarasijākshi Ata Vina Kuppayy 
"Bavanuta pr P AGE "Dy YA 
Nanupalimpa Ht 
Mohanarama . 
Endukobaga ` „ 
` Rama ninnu ` āga 
-Evarura  Ohàpu SE 
EE EE E 
SE EE 
Pedda derudani: „` Mysore Sādāsiva Rao. 
Nenarunchara » 57 Karigiri Rao. ` 
E EE | Arunüchala Ka irayar. | 





Arumarundoru. SC Mutiu ie 






ju, sētā iit SEN 


"RE 


201 
* Shadava-sampürna raga. Varja raga; mi is varja in 
the arohana. Ēkānya-svara bhāshānga raga, the foreign note ` 
being the kākali nishāda; this note occurs in the phrases:. 
8 npd s and snp ds. Datu svara prayogas like 
r p rn g s, r m g s and d g v sare common. Phrases like 
(a) m gs (0) pdM (o mgpdsand (d) srgs are 
ranjaka prayogas. The notes ma, dic and ni (both the varieties) 
are raga chhaya svaras; ya, md, pa and dha are nyasa 
svaras ; ga, pa and dha are the notes on which one can rest and 
develop an alapana, Sarva svara gamaka varika rakti raga. 
Of the rakti ragas, this is widely known and sung. Well 
distributed. Can be sung„at all times. One of the major 
ragas and affords scope for elaborate ālāpana. Slokas, padyas 
and viruttams can be sung in this raga. All great composers 
and minor composers of note have composed in this raga. 
All types of musical compositions are represented in this 
raga. Useful for*singing sahityas relating to varnana or ` 
“description. An auspicious raga. Useful for being sung at 
the commencement of concerts. Used in operas. Composi- 


tions begin on the notes : E ša, ga, ma; pa and dha, 


This raga is mentioned in the Seugita. katnākara, 
Sangita Makāranda and Sangita samaya sara. The names, 
Kambod: and Kamboji are also jound in some works. 


et Š < 


Sanchārg: E 


KE 


BE ` g m p d 5—d r s n d P—d m G—p dša'us Ee 







EE EE 











e m 


A 





š Kana nial vende Khanda chapu Muttu Tandava. i B 


= 


st, Piruvādi sarcnam Adi Gopalakrishna 
Ez, co Šā 3 Bharati. — 
6:4 Ashtapadi; ` Nibruta Triputu  Jayadeva. x: 
Torangam : Alokaye Adi Narayana Tirtha. 
Pēdem : = Yalane wanipa; Triputa Kshetrajna. 
Jävali: Emi mayamu ` Rüpaka Pattabhirimayya. 


8. Khamas SHUT 


Janya raga: derived from the 28th melakarta Hari- 
kambhoji. ; 


Ārohana:— © sm g m pdns 


- 


Avarohana:— sndpmgrs 


Besides Shadja anā panchama, this raga takes the 4 
Chatussruti Rishabha, Antara Gandhira. Suddha Madhyama, 
Chatussruti Dhaivata, Kaisiki Nishada and Kakali Nishida. 


Zakra Shādava-sampurna raga $^ rohana alone vakra; 
eka-syara-vakra ūrohana. Varja raga; rz is eschewed in the 
&roliana. Ekānya-svara bhāshānga raga, the only foreign note 

bee the kākali nishāda which occurs in the combination 





e n S. Ditu svara prayogas like s m g mrgsr, ps "n s 
d n ' p 8, and m n d n P lend colour to this raga. s gm, 


mes and p d m. are visesha sancharas. pd sndis As. 
very rare prayoga figufing.is some compositions. The notes - 
4 : ui. m 1 ima is a good. , 
“gung at all 
ud. viruttams can pem sung in- 
the, most Q = QE 
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Useful for portraying sringāra and bhakti rasas Composi 


` tions begin on the notes: sa, ma and pa. Theraga E 


“the well-known tune, panche chamaram is Khamas. In th 


compositions in this raga, there is no sanchara below the ` 


mandra sthāyi nishāda. 


Originally this was an upanga raga. The two kritis of x 
Tyagaraja in this raga do notuse the kakali ni. This note 3 
appeared as an inter-loper with the composers of jāvalis and ` 


its use came to be gradually acquiesced in by scholars. Now 
it is a full-fledged bhāshānga raga. An ālāpana of Khamas 







can very well be made without: resorting io the kakali | 


nīshāda prayoga. The names Kamas and Kamüchi are : 


found in some early works. : - 


Sanchara: 


mgmnD—dnSsnndnpdnSs*nS—dn : 


sRrSsnD—dnSsn—ÁmgmrgsrsnS—dn | 


S—snnddppm—gmpS$—pesnnddp—pmpd 


dpmgM—mergS | 


Some prominent compositions. 


sz, f Samba- ] £ : a 2 
Svarajati: Adi . Chinnikrishna dasa. 
riti: "Sujana jivana ` Rüpaka Tyagaraja. 
in oBUpale ` Adi ` we 


yy  Sarasasama » . SvātiTirunāl. _ 
K - Jgaparam tarum -p Nilakanta Dasar. 
Paramadbhutamáina 
A taf aina gib A) 5 


iu 












ET Mysore Sadāsiva. Rao | 
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SEH Eduruga Adi Pallavi Seshayyar. 
es, Brochevarevarura - »  Vasudevachar. d 
5 Parka parka Rupaka Gopala Krishna 
: Bharati. 5. 
s; Teruvil vārāno. Spr Motto Tàndavar. .. 
= "Shadanana Adi Panehāpakesa 
- Sastriyar. 
e Koma ) : 
paja Paramatmunt Rūpaka Vina Kuppayyar 
kirtana ; 
Jāvali: Apudu manasu „ Patnam Subrahmanya 
: + Iyer. e 
= Marulukonnadīra Adi Rammnad Srinivasa 
: Tyengar. 
^ -Kommaro vani Se — 
s Chanaro 3 Rūpaka — 


Mātāda bāradeno Chapu Naraharāchār. 
9. Sankarabharana SEU 


: 99th melakarta raga; to suit the katapayadi formula 
* Dhira? was prefixed to the name of this mela; 5th raga in 
"the V ( Bana ) chakra ( Bána-ma ). s 
` One of the melakartas with a large number of janya 
Phe o AI "o 
~~. Arohans:— erem pdns 


£ 


a Avarohana :— snd pmgrs 

Besides Shadja and Panchama, the notes taken are: — 
Chatussruti Rishabha, Antara Gāndhāra, Suddha Madhyama, 
Chatussruti Dhaivata and Kākali Nishāda. ; ; 
ya A raga with a pair of perfectly symmetrical tetrachords— 


: the tetrachor ds being separated by the interval of a major tone. 
Sampurna m Some Bees give a shidava avarohana Gë 
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Fa 





“this. ies by doleting the nishāda. Nishida aarja Prayogas | 
„like $ D p are no doubt common in this raga, but that alone. 
ig not sufficient reason for fixing the avarohana as s D D m 
g x $ The phrases n d p oeeurs in this raga extensively, 
“and hence tho avarohana is to be deemed sampūrna only. 


77 Barva svara gamaka varika rakti raga. All the svaras in | 
"both the ārohana and the avarohana are raga’ chhaya 
‘svaras; ri and dha occur as dirgha and kampita svaras. 
e of the major ragas and affords scope for elaborate 
É " alapana. Janta svara prayogas ‘like 8 srrggm mpp 


F 


and datu Svara akas like r n s dnpdmpgmrgS 


. are prominent in this raga. s np isra visesha sanchàra and 
ee rarely. The phrase D, M, R tactfully introduced in ` 
the last ettugada svara of the Sankarābharana varna, 

^ Chalamela, suggests western influence. Well distributed. 

“The opinion of the pürvàeharyas (old scholars ) is that this is 

„am evening raga; but it can be sung at all times. Slokas, 
mg and.viruttams can be sung in this raga. “Sia as the « 

> pan, ham pënjuram (air a gea) of. Tamil 

music. uem WA e E EE 


* š S z ms Ve bs 





D CN “All great ‘composers and minor. composers ‘at note P 
composed i in this raga. All types of compositions are repre- 
sented in this raga. Figures in m The phrase sn d p. 





in the lower oetave is generally SE lest it Seet suggest 
the raga Navaroj.., , Compositions, in this raga” begin on the . 





x. PA E cU 
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 Kriti: Manasu svadina Ghāpu Tyagaraja. 
A Buddhi radu 5 " 
«x Enduki chalamü 5 » 
ki Akshaya linga »  Muttuswamy 
Dikshitar. 
K Sarojadala nēžri Adi Syāma Sastri. 
e Devi mina netri šā r 
x Būgumiraganu raju Vina Kuppayyar. 
Mahima teliya ` n  Anayya. 
L4 Srt Hari pada ">: Ata Tallapakkam 
Chinnayya. 
Nrityati nrityati Adi Svati Tirunal. = 
Pada: Dari juchu Dorn Muvvalur Sabhapati 
3 Iyer. 
5 Challa nàyenu Triputa Kshetrajna, 
a Evvade bhama Misra laghu Sa 
Nalla nalla nilavu Adi Ghanam Krishnier. 
19th Ashtapadi Pasyali disi disi Tripyta Jayadeva. 
Tarangam: Sri Vasudeva Chapu . Narayana Tirtha. 


10. Arabhi amar 


Janya raga; derived from the 29th pesar, Í Dhīra 
Sankarābharana. ¥ 


PA A srmpd 5 


Avarohana :— e ndpmgrs 


Besiders-Shadja and Panchama, this raga -takes the 
D " Chatussruti Rishabha, Antara Gandhara, Suddha Mecum 
. Chatussruti Dhaivata and Kikali Nishada. ; 


Audavesampürna | raga; varja raga; ga and ni are 
1 em Lex 3 ghana rages KS 
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varika raga ; the notes, ri, ma and dka are the jiva svaras : 
ri and pa are nyasa svaras; ri and dha are kampita. Janta 


svara combinations like p p d d s s r rand nishāda varja * 


combinations like s s d d p p mp m grr are very 
characteristic in this raga. M , g r s R is a ranjaka prayoga, 
One of the celebrated ghana panchaka ragas and is the third 
in the group. A raga which shines more by its madhyama- 
kala sancharas. The notes ni and ga are used sparingly in 
this raga; they will not occur as dirgha svaras; they are» 


weak notes and are not stressed. In the phrases s n D and 
M,grs R, thoni and ga are just touched these two notes 
are not nyasas. There arc some compositions wherein the 
ni is totally eschewed. Can be sung at all times. The pan + 
pazh m takka ragam (Ups sås zmatb) corresponds to Arabhi. 
Fairly distributed. Compositions begin on the notes ri, pa 
and dha. Auspicious raga. Benedictory verses are sung in 
this raga. 


Sanchara : 


EU bd ob pāss aD dado r R R ` 
M g R—s r sn D—d d R r—d d 5 s—p p Dd—m pds 


S 






pmpmgrr-srsnD—ddrrsdSi 


Some ngominent compositions: 


Gita: - Here Sri Rima — Triputa a 
Varna:  Sarasijamukhi Adi Pallavi aa” Si 

š yer. 

Pancharaina: Sadhinchene *, Tyāgarāja. 
ae E x 

Se m 


ld salā; 
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Kriti: Ambaninnu Adi Tyāgarajā. 

d Sundari ninu Chàpu s, 3 

e Nāmoralanu Adi ` t 

5 Chalakalla > = = 

s Chūtāmu Rūpaka p 

2 Nadasudharasam S 5 

eg Sri Sarasvati »  Muttuswamy ` 
Dikshitar. 


a Pāhi Parvata Ādi Svāti Tirunāl. 
11. Kedarm Saa 


Janya raga; derived. from the 29th melakarta, Dhīra 3 
Sankarabharana. 


Arohana :— smgmpn s 


Avarohana :— snpmgrs 


Besides Shadja and Panchama, the notes taken are: the , 
Chatussruti Rishabha, Antara Gāndhāra, Suddha Madhyama, | 
and Kakali Nishada. | 


Vakra audava-shadava raga; arohana alone is vakra; 
eka-svara vakta arohana. Varja raga; rt and dha are varja ` 
ši in the àrohana. Upanga raga. Ghana raga and belongs 
to the dvitiya ghana panchoka group. Gamaka varika raga; 


ma and nt are the rage chhaya svaras. s g m p, p S sn D: 
_srrGs, and Pnmg are visesLa sanchāras and give 

beauty to „the raga. The use of the dhaivata in this,rāga is | 
re not in. conformity with the strict lakshana; ma ean occur . 
asa ir note nor às a nyasa svara. Gan be dips at. 
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invoeatory songs and verses, and nandi, slokas, padyas, and 
viruttams at the commencement of an entertainment, drama, 
opera or religious discourse. Compositions in this raga , 
begin on the notes; sa ga, pa and nt. 


A raga with a limited scope for alapana. This raga 
shines more by madhyamakala prayogas. Can be sung 
with good effect in the rāgamālika section of a pallavi. 


This raga is eminently suited for being sung at the ` 
commencement of concerts. On account of the presence of * 
tivra svaras the requisite musical atmosphere is soon 
created. 


Sanchara : 
PnnSn—mgmP,m—gmpnSsn-S, mG 
,rR,s—srrG,S—snP,m—gmpnS,nP,m—pSs 
nP EE —s n P—p n sm g m— 
psnP, m-mggrrS-srrGS H 
Sume prominent compositions. 


Pad jati ao vaibhavamu Adi. Kundrakkudy 


varna: Krishnier. 
Kriti: Rama nipai ^i Tyagaraja. 
~ Marache vadana Wm e 
= Ananda natana Misra eka Muttuswamy 
EE ; Dikshitar. 


dy l: > Bhajana sayave —Rupaka Anayya. 
= o Semayamide ,  Patnam Subrah- ` 
ss manya Iye: 
, Pallavi Seshayyar. ` 
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Kriti | Durusuga kripa Rupaka Karur Dakshinamirti ` 
Sastri, 
3 Paluke bangara Chapu Bhadrāchala Ramadas. — 
= Anjadiru nenjame »,  Gopalakrishna Bharati, 
ss Ellorum varungal Adi = 


12. Suddha Saveri zeng" 


Janya raga; derived from the 29th melakarta Dhira 
Sankarabharana 


Arohana :— srmpd s 


Avarohana :— s d pmrs 


Besides Shadja and Panchama, the notes taken by this 
raga are : the Chatussruti Rishabha, Suddha Madhyama, and 
Chatussruti Dhaivata. 


Audava raga; varja raga; the notes ga and ni are 
varja. Symmetrical raga. The symmetrical positions of the 
notes in the purvānga and uttarānga may be noted. Upanga 
raga. Janta svara combinations like, rr mm pp dd, 


like d r s d p, m d p m R s add beauty to the raga; ri and 
dha are jiva svaras and nyasa svaras. Sarva svara gamaka 
varika rakti raga. Fairly distributed. The second jama 
(9-12) is appropriate for Singing this raga. Pieces ir this 
_ taga commence on the notes: sa ri, and dha. One of the 
| minor ragas and;does not lend itself for an elaborate ālāpana. 

` The Durga of Hindusthini music is this saga —* 0 
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This raga is found in Chinese music. The Devakriya 
of the Dikshitar sampradiyam is the same as the Suddha 
saveri raga. Being the panchama murchhana of Mohans, 
this pentatonic scale occurs in the music of South-east Asia, | 
Java and other neighbouring islands. 


Sanchara: 

ei mpDdp MpdsSs-ddssrr ` 
srmRs DpdrsDp—M,pdsDp—mdpmR ,s 
—r mp D—r r s D p—mpdsddpp—mdpmrmrs 


—r mpmRrsD p-ddrrsdSi 


Some prominent compositions. 


Gita: ^ Analekara Triputa — 
Kriti: Kalaharana Rupaka Tyagaraja. 
E Darint telusu Adi $i 
E Lakshanamulu de 3 
S Sri Guruguha Rupaka Muttuswamy 
; Dikshitar. 
ss. Sri Vatukanatha Misra eka as 
Ši Sri Raghukulabdi Triputa Pallavi Seshayyar. 
hh t Sāmaja varada Rūpaka Ramnad Srinivasa 
Tyengar. 


39 


Ennattukkudavi Ādi Anayya. 
` 13. Bilaheri feed 


J S raga; ; derived from the 29th melakarta, Dhira 
Sankarābharana. Bilākuri and „Balahari are the alles; 
| names of this raga. . = 
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oon 
sy 


Arohana : — srgpds 
S Avarohana:— snd pmgrs 


Besides Shadja and Panchama this raga takes the 
Chatussruti Rishabha, Antara Gāndhāra, Suddha Madhyama, 
Chatussruti Dhaivata, and Kākali Nishāda ; ; and the Kaisiki 
Nishāda also. 


e Audava-sampūrna raga ; varja raga ; ma and ni are varja 
in the arohana. Ekānya-svara bhāshānga raga; the foreign 
note met with in this raga is the kaisiki nishāda, which 
comes in the phrases pdndP,pdnp and pndp: 
ri, dha and nt are the raga chhāyā svaras; pa and ri are 
nyàsas; ma and ga are not. nyasas; ma and mi are not kampita 
Svaras. Janta svara combinations like ss rr gg pp and 
datu svara combinations like d g rs n d p,prsnd p and 

r g d pare common ; s n P is » visosha sanchara. Gamaka 
varika rakti raga. This raga inspires joy, courage, 
enthusiasm and heroism and easily cures people suffering from, 
melancholy. Vira rasa can be depicted by this raga. Used 
in operas. Morning raga, Well distributed. Compositions- 
in this raga commence on the notes : sa , ga and pa. . 


A elosely allied raga is Desakshi. The individuality of 
Desākshi is established by its — g phrase. in the 
tara sthayi. ` gv 


| The &rohana and avarohana of Bilahari Bund in the 
| viloma-krama figere crder) results in Garudathvani 


CER dn: 5—8 d P g r ēdam of the 29th mela, 





215 
Sanchare = x 
srgPmegr—gpdSsnndS-pdsrgPmegr 
s und l dP eS ee Pp 
*ndPmgR—rgddPmgRS5 snndSi 


Some prominent compostitons ; 






Jatisvaram +S; r G P Adi c—= ; 
„Varna: Intachauka » Vina Kuppayyar. 
Kriti: Na jivādhāra , Tyagaraja 
s. Dorugunā iiu » n 
Ne Kanugontint 3 e = 
šī Korivackchiti ; . » 
4 > T ntakannānanda Rūpaka n 
^£ Tolijanmamuna Jhampa i 
“a, Narasimha Chapu 5 
C. Nive gant x i > 
- E Sri Balasubrahmanya „  Muttuswamy ` 
Dikshitar. 
^. Ramakshi * Adi S 
ši cho tug ar Patnam Subrahmanya 
` so dyer; 
o Bimbo brahma- Rūpaka Chinni Krishna 
s , nandamu, 2. Dasa. 
rw Inta parāmukha ; .Adi Vina Kuppayyar. 
a agrasa dalā —- Rūpaka Tiruvottiyur 
ok ae : Tyāgayyar. 
: Bzhundāle Chapu Arunachala 


m) me Kavirāyar. ` 


J 
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Samvada Manninil Chapu Arunachala Ñ 
daru: Kavirayar.. 
Kriti Mal maruganai Adi Ramaswamy Sivan. 
Farangam: Puraya mama » Narayana Tirtha. 
Jāvali: Pāri povalera Rūpaka Pattābhirāmayya. 


14. Purvakalyani ugemi 


Janya raga; derived from the 53rd melakarta, Gama- 
ngasrama. 


Arohana :— srgmpdps 


Avarohana :— sndpmgrs 


Besides Shadja and PancHama, the notes taken by this 
raga are: Suddha Rishabha, Antara Gāndhāra, Prati Madh 
yama, Chatussruti Dhaivata and Kākali Nishāda. 


Vakra shādava-sampūrna raga; ārohana alone vakra; 
eka-svara vakra ārohana. Varja raga; ni is varja in the āro- 
hana. Upānga raga ; gamaka varika raga ; ri, ma, dha and ni 


are the raga chhāyā svaras;*s d p m g r and s d sare ranjaka 

prayogas. The phrase p d s occurs rarely. In the phrase 

gm d m gr s, the dha is slightly flaitened. Themes of 

an entreating nature can be powerfully depicted in this raga: 

Used in operas. Desiya raga. A characteristically evening 

raga. Compositions in this raga eommenče on the notes- 
sa and pa. 


„The raga Gamakakriya which figures as the d3rd mela 
in the. asampurna mela paddhati is the same as this Vou 4 
Pu Wayan is another name for dis Taga, : 
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: Sanchara — 

vas S m À 
gmdmgrS—gmP,m—dpsnrS—snsrgrG 
—pmagmggrrS—SanRS—Sondp m—pSsn 
dpm—gmpdndpmgr—gmpdpmgr—dmgr 
„am pdPpmgr—pmggrrS—3and p—snr$ 
srg PU sus pm nm cert Si 


` 


Some prominent compositions. 


Tana varna: Ninnu kori Ata Sonti Venkata 
EC E ; subbayya. 
Kriti: Paripurna — Büpaka Tyagaraja. * 
^» — Paraloka Adi s 
> — Minakshi memudam _ ,, Muttuswamy 
s : š - Dikshitar. 
Ekāmranātham m E. 


Ninnuvinūga mari Misra eka Syāmā Sastri. 


qM a PW pavana Adi Ramnad Srinīvāda 
; Mi Iyengar. 
i e Maruva niku.  - = Pallavi Seshayyar. 
: O Rama ni nama x Bhadrachala Ramdas, 
A Ur = Gopalakrishna 
e Satre vilagi Rūpaka Í Bharni 






Nimātalemājenura ` Adi Pattabhi Ramayya. 
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(15 Kalyani yeni 





65th melakarta raga; (to conform to the ‘katapayad 
formula, the term ‘ Mecha’ was prefixed to the name of this ` 
raga); 5th raga in the XI (Rudra) chakra; Rudra-ma. The | 
most popular and well-known prati-madhyama raga. A 
melakarta claiming a large number of janya ragas. In the | 
obsolete nomenclature for the 72 melas, the 65th mela is | 
named Santa kalyant. : | 


Arohana :— s rgm p dns 
s. Avarohana :— . sndpm grs 


Besides Shadja. and Panchama, this taga takes tha ` 
Chatussruti Rishabha, Antara Gandhara, Prati  Madhyama, X 
: _Chatussruti Dhaivata. and Kakali Nishada. 


Sampūrna raga. Sarva svara gamaka varikā rakti raga. | 
In both the ārohana and avarohàna all the svaras are raga | 
chhàyà svaras. Janta svara prayogas like, r r g g m m d d, 3 


ggmmddnn mmddnn r rand datu svara ` 


prayogas like m g rn d n r n d m, g n d m g r are | 
| prominent. - Though . a m. We madhyama d 









* varja. (s like g z d à nnrr r lend benut to the raga 1 


„Combinations like d nrgm du rnd mer n wher 
= s 
. both the shadja and panehama notes. are deleted. add beauty 


| to the raga. Gamakas of the Sputitam and Tripucheli 
B Tna lend un to this 1 raga. A um raga. gp 





| 


seta 





the major tagas and affords scope for elaborate  alàpana. 
Well distributed. ` Gan be sung at all times; but the effect is” 
decidedly bua when sung in the evening. - 


ra 


All great composers and minor composers of note have 
composed in this raga. All types of compositions are repre- 
sented in this raga. Useful for singing slokas, padyas and 
viruttams. Figures in operas. > Compositions in this raga 
begin on the notes, sa, rt, ga, pa and ni. This raga is the 
ma. murchhana of Sankarabharana. The scale of Kalyani, 
( Yaman that of Hindusthani music) is met with in 
Hungarian music. This is the earliest prati madhyama raga’ 
known to musical history and is the ga murehhana of sa 


grama. s i: 


o 


E t 





8 ome prominent compositions. . 






: AER 
Kamala jadala Triputa = 

Varna: "Vanajākshiro Adi. uh 
Ë ` Vanajakshi - Ata Pallavi Gopalayyar. 
: Ohàpu ‘Tyagaraja. 
EE 
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Kriti Sjve Pahimam Adi . Tyagaraja. . 
e Nammi vachchina Rüpaka SE 
= Bhajana sayave 4 s 
T Evai amadugudura ,, ju 
m Sundart ni divya Adi » 
ru Amma rüvamma Jhampa ji 
5 Kamalambam Adi Muttuswamy Dikshitar. 
“A Bhajarere Chapu E aaa 
t Talli ninnu'nera Misra laghu Syama Sāstri. 
aoe f Birāna varā Rüpaka ā si AK 
e < l Himādri sute ` + : Ss 
ie »- Ninu vina gati Adi Subbaraya Sastri. 
» Nidu charana s: Pallavi Gopalay yar. 
rf Nija dāsa varada 3j Patnam Subrahmanya 
: A lyer. 
Sarasvati Rüpaka Tiruvottiyur Tyāgayyār. 
m Devi Mednūkshi ` ,, Singaráchàrlu. - 
— Pada: Parengum Adi Ghanam Krishnayyar. 
».  Ettaikkandu `  Rüpska Subbarāmayyar. 
Tatyale unnai Adi ss 


` 


Jawali : : Entati ç uke š: Pattabhiramayya. 


we 





iek 
id 





gu 


299. 


Arobuna—Avarohars 


15 srgpds—sndpgrs 


sergmpdps—sNdpMg 


[rs 


EE 


srgmpdns—sDpmgrs 


Srgmp"dns—sndpmgrs 


srgpds—sdpgrs 


srgmpds-sndpmers 


ree eS 


-sndpmgrs 


sgrgmpn e—aned puts 


srmpns—snpmregs 


Name Melakarta 

No. 
Bauli 
Begada 29 
Behag 29 
Bhairavam 17 
Bhairavi « 20 
Bhūpālam 4 +8 
Bhūshāvali 64. 
Bilahari 29 
Bindumālini — 16 
Brindàvana- < 92 

Sàranga 
Wi 

Chandrajyoti 41 
Chhayanata 


Chhāyātarangini 28 


i Chintamani p 
- Ohittaranjani E 

Darbar + ` 
TE 





srgmpds—sdpmgrs 


34 srgmpmps—sndnpmrs 


srmgmpns—snd pmgrs 


srpmp *dns—spdpmgrs 


srgmpün-ndpmrgrs 


sempdas—sMdomt cere | 
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Nos SONS Melakarta Arohana—Avarohanm — 
pees No. 


83 Devagandhari 29 srmpds—snDpMgRg 


34 Devakriya - : 22 drmpūs sndnpmgrs 
35 Devamanobari 29 EE 
36 Devàmrita- 22 s ari sap tē 
varshini Ë 
87 Dhanyasi > 8 sgmpns—sndpmgrs 
38 ms : 22 srgrmpndnpdns—snd 
; mgrs 
: 39 Dipaka 51 sgmpdps—sndnpmgrs 
"40 Dvijāvanti ` 98 ij un d aaa 2 
8 
41 Gamakakriya 53 S¥gmpdse-end pm gm 
: : [Rs 
42 Gamanakriya 53 armpdng=—sndpmgmrs 
*43 Gambhiranāta ' 36 sgmpn DRESD SS gs 

At Ganavaridhi 34 smrgmpdnsesádnpmrs 


45 Garudadhvani 29 KA nDpdns LAPES 


46 Gaula ` 15 srmpns—snpmrgmrs 
47 Gaulipantu 15 sru pue—tndpmdmgts 
48 Gari —  1ó srmpns—sndpmgrs 


8 sg*rgmpndns—sndpm 
[grs 
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No. Name Melakarta 


Arohana—Avatoh 
= NG i 


< 50 Gopikàvssantame 20 smpndn ds s—sndpn g s g | 
B1: Gopriya A 62 srgmdne—sndmgrs 
52 Gujjari : 15 srgnm a S npmyrs 


52 Gumma kambhoji 15 srepdnds—sndpmers 


54 Gundakriya 15 s¥mpns—snpdpmers 
Li S e z 
55 Hamirkalyani 65 spmpdns—s ndpgmgrs 


56 Hamsadhvani* 29 srgpns—snpgrs. 


AYI Hamsanādam 60 sr mpd n s—s ndnpmrs 
58 Hamsanandi 53 srgmdn s—8 ndmgrs 
59 Hindolam 20 smgmdns—sndmgs 


60  Hindolavasanta 22 sgmpdnd s ndmgrgs 


61 Hindusthān kāpi 22 srmpns—sndnpmgrs 


63. Huseni- ; xe sRGmpndns-sudp Ñg 
[rg 
63 Isamanohari - 28 sr 8 m p EI n s—snd: p mrm 
3 m T. SE SEH 
^^ 64 Jaganmohini 10 sgmpn = np m o rs 
SE 65. Janaranjani 29 srgmpipn SR dpmrs 3 








6 Jamibūti ` 





28 dsrgmpd n—d peery 
ni ee 








6 
m: 
i 


79 


Q 








"Re: 


B. SE 22 
J ayantāšena i 29 
` Jayantesri — op 

Jingla a 0 
E Jujābali - 28 
| Kaikavasi Cd: op 
Kalagadu Es 13 
Kdāniāhi 22 
Kalayati 8 
Kamelāmanobari ` 97 
Veet 3g 
Kanada» 2 ga 
“Kannada y 29 
sā, P 
Kannadibangi de D. 1 5 





Se Arolsna EE Sa ` 


oe 
sgmpds—Sndpmgs 

sgmdns—sndámpmgs: 

srgmpdndps—sndp m 

[g rs 

Er) ; 

smgmpdns—sndpmgs 


ērgmpdns-ēnpmgrs 


srgpdns—sndpgrs 


(srgmspmdns-endpm 


rs 
€ 


irmpdscedpigsrs. ; 


smp ns-sndpmgs | 


= = Ae 
srgmpds—sndpmgrs 


srgmDns- $nsDpmp 
(Gmrs ` 


D 


RP oii EE 


[G mrs 


. 


> srmgmpds—sdpmgrs 


srgmpne—sndpmes > 


28 srmpánscandpmgra í 


ire madusiaddpdu x 
21 e ZI | 








= Name ` S 









Ho s SE Noi : È 
e Karnataka kāpi ^99 srGmpdns—sn 
86 Katana kuttthalam 29 srmDneps-saüdpmgra. 
> x D Ze E x * = 
87 ‘Redaragaula p - 98 srmpnsendpmgrs 
38 Kedāram | : < ET sngmpns-snpmgre 
89 khas d 28 





90 Kirānāvali “ap ‘srgmpdns—spmg ra 





on &Kokilifbdani š srgmduds—sndni mgre 










=e 





ES spogmpdns 





28 8 mp n den Lä pms 


SECH sosrgmpd—dpme sns S 





997 





Melakarta = Arthene—Avearohans 
CN 





102 ` “Malayamarutam 16 ro) dpgrs 


103 M Mallika vasantam 15 sgmpnu acc d pmgrs 
104 Mand gë 299 sgmpds--sndpmgrs 
105 Mandari 51 sregmpns—snpmgrs 


106 Mangalakaisiki 6 15 sm g mpm dinss ndpm 
Hg Mme 


107. Manirangu ` ES 22 srmpn T UE pmGrs 
108 Manjari ` ` C2 sgrgm pn dns—snā pm 


rs 


109. ara LO Bo srgmp*dn s—sndpm P g 
š ; Boa rs 






no Manohari * 29 e 2 gm p das d pmgrs 


In Mērgahindols | 22. srgmpdns-sudmgs 


119 Mechabauli 15 srgpds—sndpmers 

113 Meetic 583 sr 8 mpdpns—snpdpm 

A c : PA fers 
: 114 Mogharanji «15 Srema s—s nmgrs, 


115 Mohana pi y] srgpds—sdpgrs 
armpnds—sndpmgrs 
argrmps-sndpmgre 


ies et Ree 
da sort gd 
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De No. 





119 Nādanāmakriya 15 srg m pdn—-ndpm gr sn 4 


120 Nādatarangīni 22 spmrgrs—s ph dpmgr s 





121 Nāgasvarāvali 28 sgmpd io d p mgs 
192 E E : 27 erann EN 
123 Ne 28 Er mpndns—sndpm gr | 
e ae fgrs | 
124 Nārāyani 28 empu Se Boe 
195 Nata P 36 brgmpdnausupH te 
126 Natakuraaji : 28 srgmdns—sndmgs e 
197 Navarass kalinidhi 28 s*mpsns—sdpmgrs. 
. 198 Navarasa kanusda s28 sg m p sen dn Dee ue 
(3399 Navaroj E jā 29 p dn srē i ner; 
: 130 Nayaki EX uo pe sJ 


ir E 





Ar 


191 R deer Se 





145 
146 











" Name 


ur 


za, Pantuvarāli. 
Parāju 
"Pratāpa varāli 

Ipha valajoti 


,„ Punnāgavarālī 


| Pūrnachandrika + 
vi Pürnalalita 
 Pūrnashadjam 
) Pūrvakalyāni — 


"Pūrvi : 


Pushpalatika 
Rügsponjaram 


$i "Runā Sida 


"Ranjāni» 
Rosāveli e 


£ 


5 | Ravichandrika E : 


28 


J srgmpdps—snpmrgm 


(0.999 | 
“Melakarta Arohana—Avarohana | 
No. kiju 


, Ee 
5 sGmpdré—sndpmgrs 


srmpdps—sdpmgrs 
srmpdns—sndnpmgs 


nsrgmpdn—ndpmgrsn 


iue. [rs 
Sgrmps—snaápmgrs 


srgmNs—enpmGrs 

Raympdpsndpnrgoe 

argmpdnds—snd pmd 
lmgrs 


Srgmpns—snpmgrs 


srmpdnds—sndmrs 


` srgmpdnds—sndpmgrs 


srgmds—sndmgers 


srmpdns—sdpmrs 


Stemdnds—sndmgre 


srepds—sdpers 


“Sergmndmnnsms adm 
lgmpmgrs 


2 










No. Name? ` "` Melakarta- 3 ais 
i kāsi De E | 


4 


153 Rudrapriya’ "t 92. tere mpāngeēa pmē ze 


154 Sahana ^ >> 28 srempmDns- Wh tea ee 
: ĪGmRgrs 

155 Saindhavi 2:90 ndnsrgmpdN-dpmgr. 
; ; pins. 


156 Salagabhairavi 22 srmpd s—s ndp m grs 


157 Samar 28 srmpd s—s dpmgrs 
158 Sāramati 20 ergmodns—sndmgs. 
159 Saranga t 65 8 rgmp dns—sn dp mrem 

3 pou i : e: 


160 Sāranganāta 15 rupdscansdpmgre SE 


161. Sarasvati 6 = si sempdsandpmrs ; 
162 Sarasvati - SOR xe g m d s—s nasisa 
manohari . ` gs gras 


163: Saurāshtram 5 srgnī pdns—snDpmgm 


id 





164 Sūveri + 15 srmpds—sndpmgts. = 








: - AM dlalachn. : SE ee 
Cow Nə. qs epo 
168: “Bindhu š : Vë SN sgmpd LS id pdpmge 
CR  r&makriya 3 AM J E 
169 Srimani dm 2 SE een deg 
170 Sriraga P 22 srmpus—snpdnpmrers 
17 tege A 22 srgmdn S andi grs 
172 8rutiranjani 61 srgmp d n—ndpmg S r?s 
178 Buddha baugāla 22 srmpds—sdpmrgrs 
174. Buddha dest 20 armpdns—endpigra 
175. “Buddha dhanyasi > 22 sgmpnp Bee pm gs 
- 176 Buddha raga 57 sxgmpnisnpmigrs 
177 Sudha tarangini 28 s r gm rmpdnd scs uod p 
KTR 5 ; s mgrs 


> 


178 Suddha sāveri 29 srmpAs—sdpmrs 


179 Suda simantini ` 8 Kh a 


| 180 Buposhini a. t Mee SC deed 
181 -Büspradipam - (Mc erm pánscsn dpmgurs 
182 Surati — 28. ermpnas-sndpmgpmRs 


LIBE. Bde: 22 sgmpāns- kia Gana 





Svarāvali B smempnani—shodmg 


E I^ š rs 
ia (3 emgmpndns—sndnpm 1 
nero o ; : Kr 









| ia cH oo 
Nē Name EE à Arohana—Avāro 
E š xx "No. š i 2 


aer ics 
Co EI 


186 Tivravāhini g “ç srgm y d» ns-sn dpm * 
N Tn itemrs 


187 Daarn ; 2k sgmpn pes npmgs 
chandrika + is 


188 Umabharanam 28 temas rs rune ay 
gt š irs) 


189 Valaji 28 Com n due 3 
190 Vasanta iT sgmdne-andmgra 
191 Vasantabhairavi 14 srg mdns-sndmpmgrs 
go qur g ; {aDpgrsn 
192. Vasanta varali 24 srmpdn—4 | 3 
E ; | Andpmgrsn 


193 Vegavāhini = 4 ar gmpdnds—sndpm grs 
e E tes 
194 Vijayanagari ` 58 srgmpds—sdpm grs 
195 Vijayasri 41 tEremnns-šupmegrs 
: a 


196. Vijayavasanta e 64 a m pdns—s ap m ERR A 
197 Viravasantam 24 5 gr mp Se nd Pimps (| 
198 4+ 28 sr mps-sndpmgrs SC 











irupds-sndpmgrs: i 


65 srg pm PE 2o dp 







S | fo ow cc SE 
ix (a) Ghana panchaka, eduppu, sva TE. 2. 
* ^ patam, katakam, madhyama syAti. 
rd (b) Graha, nyàsa and amsa; vādi, samvādi, anuvadi ` 
and vivādi. 
9. Write short notes on :— 
(1) Trayodasa lekshanas, (2) Shodasāngas, (3) 
Katapayadi sankhya, (4) Tala dasa pránes, 
—(5) Group kritis, (6) Svaraksharam, (7) Mani- 
< pravāla sāhity. (8) mous sādhakam. ? 


SC scheme :— 


"Explain the following :— 
- (a) Katapayādi sankhya (5). Mela mnemonies 
(c) Asampurna mela (d). Vivadi mela. 
A Mention the three ohargotoristis features of a. mela- 
karta. 
E ` Explain. ihe TEM that in the” seventy-two 
. aelakaría scheme:-- 
(a) the pūrvānga notes remain constant within 
each chakra. 
— (b) the uttarānga. notes repeat in the same order in 
Ss ~= the six melas of each chakra. 
6. What do you mean by the statement that the note 
3 ma is the bisecting line in the melakarta scheme ? 
7. Namethe chakrad' wherein both the notes, chatussruti 
-rishabh and sadhirana gāndhārā are met with. 
IB. None the pūtvānga svaras figuring in the H V IX 
". and XII Chakras ? 
ive examples of janya ragas which figure as melas 
he asampurna mela paddhati. | 
a purva mela, whose uttarāngā svaras are the 
e ag those oi the mela, Nāmanārayani. 
n utita mela of ihe bhu-tiype and which 
1$ of the IV chakra and the ga of the VI 























melākartas of "us 


E 


13. 
14. 


18. 
19: 


ae 





Name the chakras to which tre uttara melas of the | E 
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suddha 72, antara ga and prati ma. 


Mention the serial numbers of the melas signified 
by, the following phrases :— ; 
(a Netra -bhu (b) Disi- pa (c) Agni-ma ` 
(d) Weda - sri (e) ra gi mi dhi nu 

(f) ri gi ma dha na 

Find the serial number of the sha-type mela of the 
VI chakra and the go-type mela of the X chakra, 

Give the names of tne VI and XI chakras and name 
the svaras figuring in their purvanga. 

Find the serial numbers of the followigg mela- 
kartas :— š t 
Jhankāradhvani, Nāsikābhushani, Manavati and | 

Dhavalāmbari. (The application of the katapa- | 
yādi formula should be clearly shown). 4 

To which chakra does the 58th melakarta belong? ` 
Name its corresponding suddha madhyama karta. - 

Determine the serial number of the mela which 
takes:— 

(a) the pūrvānga of Māraranjani and the uttarānga 
of Navanitam. 

(b) the uttarānga of Nāsikābhushani and the 
purvānga of Rupavati. : 

Name the chakra to which the mela, Jalarnavam 
belongs. ° š 

Draw a diagram of the Vina finger-board and mark — 
on it the svarasthānas for the'62nd melakarta. -| 

Mention the serial numbers of the suddha madhyama E 
melakartas taking the shatsruti ri and kakali ni. — 

Give the serial numbers of all the uttara melas taking | 
the ehatussruti dha and kaisiki ni. ; ya 

Determine the serial number of the mela Dhātu- 
vardhani. Name the tāla; the aksharakāla value ` 
of whose avarta is equal to # of this number. ` | 


> Se YA 
What are the serial numbers of the melas taking’ ing” 


Ges 


EE 
EE 


E EN 


| 

| 
3 
A 
el 
p 
à 

š 
















following melas belong :— Senavati, Gayakapriya | 
“and Vagadhisvari. ; 4 
Determine the serial numbers of the purva melas, 
the following :— Pāvani, Nāmanārāyāti + 
 Suehartrà. — ^ 





32. 


33. 


34. 








Name the melas from which an audava raga taking 

- hesides sa and pa, the notes antara ga, suddha ma 

and chatussruti dha ean be deemed to be derived. 
Mention the svaras taken by :— $ 


` (a) the 5th mela in the Veda chakra. 
- (b) the 2nd mela in the Rudra chakra. 


Give the names of two melas, the difference of whose 
seris] numbeps will be equal to the serial number 
of the mela Gavambhodhi. 

Name two melas, the product of whose serial numbers 
is equal to the serial number of Nāgānandini. 

Name the svaras taken by the mela, whose serial 
number is equal to the root of the serial number’ 
of Mararanjani 

Calculate the serial number of the mela that would 
result when the 7? of Gamanasrama is raised a 
semitone and its ma lowered a semitone. 

Give the names of two melas, the difference of whose 
serial numbers is equal to the serial number of 
the mela Salagam. 

Determine the serial number of the mela that would 
result when the ga and ma of Kharaharapriya are 
raised a semitone. 

Calculate the serial number of the melakàrta in the 
Aditya chakra taking the notes suddha dhaivata 
and kaisiki nishada Name the -tala whose 
aksharakala - value for an avarta is equal to one- 
fourth of this number. 

What are the possible melas that can be assigned to 
the audava raga sg pdns—sndpg s and 
taking the notes, antara pāndhāra, chatussruti 
dhaivata and kaisiki nishada. 

How do you account for the existence of two 
nomenelatures for the 72 melas ? 


Y 


iy the veh Kee 

y the vakra ragas. - ; 

ssible for a janya raga e take all the seven 
both the ārohana and diss als and 





- differ hes its janaka raga? Disenšs. 

your ans:ver with examples. t Ķ 
42. Write short notes on :— 3 "ea 

(a) Vakra raga (D) n raga (c) Dha 


vatāntya raga (d) Chhayalega raga (e) Rakti ` 


raga (f) Datu svara prayoga (g) DN 
Svara bhashanea raga. | - 
43. Give examples of bhās hanga ragas wherein : — 
(1) the kakali nishada is tho accidental. 
(2) the kaisiki nishada is the accidental. 
(3) the chatussruii dhaivata is the accidental. 
«44. Point out the accidenials if any, in the following 
ragas and indicate the sancharas wherein they 
occur: 
(a) Bhairavi, (4) Kāmbhoji, (c) Bilahari. 
"45. Explain the origin of bhāshānga ragas? 
46. How do you aceount for the universal occurrence 
of the Mohana rags ? 
47.  Enuneiate the rules observed in üxing the janaka 
melas for bhashanga ragas. 


48. Some séholars are of the view that "janya ragas might 







dalīšanas dēt ši 


ritmā ta ER 


- | 


be allocated to the earliest possible'melas in the | 


scheme of 727. Examine the ada of this, 


statement. 


49. In addition to the Janaka-J anya system, from what 
S other points of view have zpgas in general been 
classified ? 


- 50. Give examples for the olu aes kinds of 1 ragas : 


A ts 


(I An | audava sempurna raga. derived from the 2 





^ 99th mela es 
(2) An upānga raga. STEEN Bn ithe 28th mela, 


feeling. . 





gf AOI A raga wherein karund rasa is. the dominant . 


(4). A raga which has dio dece below. the. 
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= Inthe ragas, Bhairavi and Bilahari, give four phrases 
: of your own, containing the accidentals. 
52. Write six musical phrases of your own in .each of 
: the following ragas :— d 
(a) Chakravakam, (b) Mohana, (c) Khamas, 
(d) Sankarabharana, (e) Redaram (f) Pūrva 
kalyani. 

53. Give short sancharas in each of the following ragas 

22: aede a few prominent compositions under 
enc 

(a) Kambhoji, (b) Suddha sāveri, (c) Kaly&nj- 

54. Givethe janaka ragas for the following janya, 

. ragas: 

(a) Mohana, (b) Arabhi, (c) Bilahari. 

55. Write the arohana and avarohana of a sampurna- 
audava raga, wherein the 4th and 7th notes are 
deleted. 

"56. What will be the resulting raga when the ga and mi 
of Todi are raised a semitone. 
-57. What will be the resulting raga when the ri, ma 
and dha of Mayamalavagaula are raised & 
CS i semitone. 
58. What ragas are useful for being sung at the com- 
a mencement of conceris and why ? 
59. Name two janya ragas belonging to the same mela 
and ihe arohana and avarohane of one of which 
happens to be the avarohana and arohana of the 


other. ` 
4.60. Write the ārohana and avarohana of an audava- 
eei shadava raga and wherein the ga is deleted in the 


arohana and the nz is deleted in both the arohana 

ç E and avarohana 
- 61. Name tworagas wherein the gandhara happens to 
; be & resting note and around which you can 

-). Wweave an flāpana. 

. 62. (a) In the ragas Bhairavi and Kambhoji, name the 
>. notes on which you can rest and develop an 
alapana, Give a few illustrative sancharas 

under each. 
(b) On ijas svaras do. dee in Bhairavi 
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68. Point aut the visesha sancharas in the followi 
ragas and cite the relevant portions of composi- 
tions wherein they oecur:— 


QU (a) Sankarabharana, (b) Purvakalyani, 
(c) Chakravakam, (d) Kedāram. 
64. Give two raxti prayogas for each of the following 
ragas 7 


(a) Bilahari, (b) Bhairavi, (c) Kedāram. 
65. Give an example each for the following :— 
(a) a raga whe-ein ga is both a jiva svara and a 
4 nyasa svara- : : 
a (b) & raga wherein ga 13 not a nyàsa svara. 
66. In bhāshānga ragas, is it possible for anya svaras to 
be nyasa svaras as well? Explain. 


67. Explain the terms :— 
(a) Khanda gati, (b) Druta laya, (c) Atita graha, 
(d) Nissabda kriya. 
68. Explain how each of the seven principal talas 
admits of 25 varieties. 
69. Aretalas other than the 35 suladi talas used in 
Karnaíie musie? If so, name them. 
70. Mention five talas used in Karnātie music, wherein 
the avartas consist of seven aksharakālas each, 
qI. Distinguish between: 
(a) Desadi and Madhyadi talas. 
(6) Tisra Ohàpu and Misra Ohāpu talas. 
72. Name a tala whose aksharakala-value for an avarta 
is equal to the serial number of Kharaharapriys. 


Musical form: 


13. Give some examples of : 
(1) Instrumental forms. 

(2) Musical forms which contain jatis in their. 
as . dhatu. RES, 
T4. Explain the significance of the sahitya of an-ordinary 
a. , lakshana gita and a rāgānga rāga lakshana eiia. 

75. (a) What are the constituent'angas of a tāna vátna ? i 
PAM (b) Estimate the value of the varna compositi n 85. 


1: anad witha other musical forms, ; 
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. If in a tana varna, the order of the ettugada svaras 
is changed and given to you, can you re-arrange 
them in the order intended by the composer? 
If you ean, how will you proceed ? 
77. Point out the utility in practising tana varnas, 3 
78. What do you mean by technical beauty in a musical 
* composition ? Illustrate your answer with 
examples. 
793 Give the lakshana of a kriti composition and point 
out how composers have attempted to beautify 
this type. Illustrate your answer with examples. 
80. Point out the extent to which a performer can display 
j his creative talents in kritis and varnas. 

81. (o) What is a rāgamālika ? Write its lakshana. > 

(b) Enunciate the principle, if any, underlying the 
order af succession of ragas in rāgamālikas. 

(c) Mention the names of some wellknown raga- 
malikas. > Write short notes on them and also 
give the names of their composers. 

(d) What is the r inimum number of ragas that 

should be present in a rāgamālika. 

89, An unfamiliar ragamalika composition, conforming 
in full to the lakshana of the form, is given to 
you, but with the order of the charanas changed. 
Can you re-arrange the charanas in the order 
intended by the composer? If so, outline the 
procedure that you will adopt. 

83. (a) Write short notes on the matu of a pada, javali, 

“pada varna and daru. 

(6) In what compositions do you get the jatis or the 

tala-solfa (rhythmic) syllables ? 
"84, Mention the names of composers, who :— 
(1) signed their compositions with their own 





name; 
(2) signed their compositions with names other 
than their own ; 
(8) did ot introduce any mudra at all. 
85. Comment upon the nature of the sahitya in the 
à following types of compositions : — 
(a) Pada varna, (b) Pada, (c) Raganalika, 


< la) J awali, (e) Tillana. * 









86. Mention a EE eege iwo pallavis. . 

87. ln what types of compositions is the anup 

a dispensable | anga. : 

88. Mention the names of four prominent composers 

š of (e) kriti, (b) varna, (o) rāgamālika and (d) pada. 

89. Explain the following : — 

(a) Chitta svara, (b) Ettugada pallavi, (c) Solkattu ` 
svara, (d) S a hara (e) Sangati (f) Upanga 
khanda. 

90. 4 Name the forms wherein the sāhityas relate to 
nagaka-nüyaki theme. ` Write brief notes on 
them. ] 

91. Name a form wherein the signature of the composer 

° ; may occur in the pallavi or anupallāvi. . 

92. Write the lakshana of the forms : Padam, Tillana and 
Javali. Mention the names of prominent com- 
posers of these three forms and point out the 
signatures adopted by thom. 

93. Write short notes on :— 

(a) Navaratnamālika, (b) Tillana daru. 
(c) Kalahastisa Pancharatnam '(d) Navāvarana 
kirtana, (e) Svarasthāna padum. 

94. - Àre there instances of tunes having specific names ? 

X Den name them. Give two of those tunes in | 
notation, S 
95. From the compositions familiar to you, give an 
+ example each for the following = 
(a) Where the commencing notes of the pallavi ` 
and the-anupallavi are an octave apart. 3 
- (b) Where the above notes bear the samvadi | 
relationship. = 

96. Suppose you are given the bare sahitya of a musical 

i composition, how will you proceed to determine 

EE es S whether it is that of a diee varna, kriti or 
usce : padam. 
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gu : What are the characteristics mu Gees und: how ` 
ild you classify them? — d 
talas odes in folk Reus 


VAR 


` 100. 


941 
Write a short essay on the musical aspect of folk 
songs. D 
Suppose a gramophone record of a sopg is played to , 


you, how will you determine whether it is a 
specimen of art music or folk music ? 


Musical Instruments: 


101. 


109. 


Name the three main heads under whieh musical 
instruments are generally classified. š 


. Briefly elassify the stringed instruments. ` 


Briefly classify the v ind instruments > 

Briefly classify the percussion instruments. 

Classify the bowed and  plectral varieties of 
instruments. 

Classify the fretted instruments. 

Name the instruments used in Concert music, 
Temple music and Martial music. 


| Write short notes on :— 


(a) Chinna melam. (c) Naubat. 
(b) Periya melam. (d) Sarva raga mela vina. 


Give examples for the following :— 2 


(a) A wind instrument without finger-holes. 

(b) A pereussion instrument capable of being tuned. 

(c) A stringed instrument with two bridges, 

(d) A stringed instrument provided with guts: and 
metallic strings. 

(e): aga instrument with metallic strings 
alone. 

(f) A plectral instrument wherein the ' playing 

fingers are not in contact with the strings. 

Name two pleetral instruments used'in South Iudian 

 conceris. 
Mention the instruments figuring as accompaniments 
in concerts of Karnatic music: 


- Is:thie compass of the Vina or the Violin altered: by 


tuning it in madhyāma sruti ? 


- Distinguish between monophonous and polyphonous 


instruments. Give two šķamples under each, 


3 
a 
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114. Give two examples for each of the following — . | 
Lo) A stringed instrument with a plain finger | 
* board. : 
(b).A fretted instrument of the bowed group, | 
(c) An instrument with a compass of more. than. 
three octaves. ? 
115. Name the instruments on which one can play simul- 
taneously in two octaves. 
116. Mention the names of two sruti vadyas. 
117. Name the wind instruments used in concerts of 
Karnatic music. : 
918. Point out the utility of the sound post and the, 
: mute in the Violir 
119. How do you account for the fact, that when the 
sirani string of a correctly tuned tambura is 
plucked, the other sarani string vibrates of its 
own accord ? : É 


General. 


120. Explain the different branches of Manodharma 
sangita ? ms 

121. Discuss if Karnatie music has profited. by coming 
into contact with other systems of music. 

122. Give examples of South Indian ragas figuring in 
other systems of music. 

123. Mention the important factors that contribute to 
the excellence of a concert. 

124. What is the compass of a well cultivated human 
voice? Name a concert instrument whose com- 
pass is nearly the same as that of a well cultivated 
hnman voice. x ‘ 

(7125. Tf in his usual piteh, the highest note that a singer 

cie can reach is the tara sthayi madhyama, what. 

the highest note that he can reach in the madh- | 
', yama sruti ? 4 bē 

"126. Point out the requisites of an „deal čoncert hall. | 
127. Write a short essay on the utility of the gramovhone. | 
128. A person A, driving a motor car along a road, hears | 
the note of the horn of another motor car driv en - 


by Bin the opposite direction, and finās t "the 
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as Shadja and Chatussruti Rishabha respectively. 
After some distance, A hears the pote of the horn 


. of another motor-ear driven by C in the opposite 


direction and finds that the note of his motore 
horn and that of C's ar? related as Shadja and 
Antara Gandhara respectively, If B hears the 
note of the horn of ("s motor-ear, how will the 
note strike him? ` Explain. 


in. In 2 music school there were three classes in 


Instrumental Music, teaching Violin, Vina 
and Sitar. Toa visitor, who visited the three 
classes in succession, the srutis of the three classes 
impressed him as Shadja, Chatussruti Rishabha 
and Sādhārana Gāndhāra respectively. If he had 
visited the classes in the following order, viz, 
Vina, Sitar and Violin, how will the Sruti notes 
of the three casses have impressed him ? Explain. 


130. A Vina specially made, has five strings passing over 


the finger-board. The four strings are tuned as 
in the ordinary vina and the fifth string is tuned 
to the Shadja immediately below the note given 
by the fourth string. What will be the compass 
of the instrument ? Explain with a diagram. 





_ PASSAGES FOR SIGHT. SINGING. 


1. Bhairavi — Rupaka. 
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